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Abstract 
This thesis strives to identify what is unique and specific about male melancholia. 
It asks: Can one identify causes, and can one see in selected literary texts 
presentations of melancholia that embody not only its expression but suggests its 
causes? Taking a Freudian perspective, this thesis has upheld the view that 
novelists across time have implicated childhood experience as a determinant in 
adult behaviour. This work argues that male melancholia is written into Western 
civilisation and sustained as a necessity for social order, and that it involves male 
violence towards its male offspring by the father. 
When Freud spoke of civilisation causing neurosis, in that it repressed man’s 
libido, he also had the insight that it would be at a huge cost. One of the 
ramifications has been an intergeneration of fathers at best withholding approval 
from their sons, and at worst destroying their psychological well being – indeed 
creating the deepest and darkest of depressions. Whether this is an experiential, 
factual state of affairs in our lives may be debatable. This thesis, however, 
analyses literary texts by Dostoyevsky, Mailer and Murakami from three different 
times and places that argue that it is so.
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Introduction 
Some people view their situation as being pursued by a “malignant 
fate” or “daemonic” power but their fate is determined by their 
“early infantile influences” (Freud 1920, 1995:604). 
The title of this thesis (When Fathers Murder Sons: Male Melancholy in 
Dostoevsky, Mailer and Murakami) may provoke a skeptical reaction. The use of 
the term “murder” in the title is metaphorical, but it does indicate that sons are 
vulnerable to the father figure; fathers and sons are, on the surface, supposed to be 
bound by a relationship of mutual love. However, this thesis will query the nature 
of this bond, which is often an unhappy or destructive one. The word 
“melancholia” used in the title comes to us from antiquity with imprecise 
understandings that include concepts of sadness, physical malaise, infection from 
outside sources and the balance of “humours” in the body. In The Anatomy of 
Melancholy, his 1638 treatise on the causes of melancholia (many of which 
described are external to the sufferer), the seventeenth century philosopher Robert 
Burton says of melancholia: 
Now  the  chiefest  causes  proceed  from  the  heart,  humours, 
spirits: as they are purer, or impurer, so is the mind . . . I must 
needs conclude with Lemnius . . . spirits and humours do most 
harm in troubling the soul. How should a man choose but be 
choleric  and  angry,  that  hath  his  body  so  clogged  with 
abundance of gross humours? Or melancholy, that is so inwardly 
disposed? (226) 
Paradoxically the contemporary and more familiar term “depression” evokes an 
internalised, mental and sometimes neurobiological process that may be 
diagnosed according to a specific range of reported and observed symptoms. The 
American Psychological Association’s DSM V, the diagnostic manual that sets 
the international standard for mental health professionals, states on its website that 
major depression may be diagnosed according to the following set of symptoms: 
depressed mood for more than two weeks; a mood that is a significant change 
from the sufferer’s normal functioning; and impaired social, professional, and 
cognitive ability. At least five of the following nine symptoms must also be 
present: depressed mood or irritability; decreased interest in activities that once 
gave pleasure; 5% or more weight change, or significant loss or gain in appetite; 
change in sleep patterns; change in level of activity; fatigue; feelings of guilt or 
worthlessness; diminished ability to concentrate; and suicidal ideation (2014). 
An attempt to derive a common understanding of melancholia/depression from 
literature, philosophy and theory outside of recent diagnostic contexts is difficult. 
This thesis will deal with the exchanges between theorists and between discourses 
from which one can discern the degree to which opinions vary. The meanings of 
the two terms “depression” and “melancholia” vary according to the discourse in 
which they are employed. Nevertheless, the ambiguity of definitions on 
melancholia and depression is not the core of this investigation and is merely 
signalled here to account for a general tendancy to use the terms interchangeably. 
This thesis is informed by the belief that melancholia refers to a lifelong 
condition, based primarily on self-criticism and ambivalent love. However,
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following theoretical practices, the two terms will be used interchangeably 
throughout according to the research material. Where research materials from 
which I quote use the term “depression”, I will follow suit. 
It is important to note here that the scope of this thesis is specifically to explore 
and critique how melancholia in men has been represented and dealt with in 
literature. It does not seek to analyse, critique, draw from, nor to be directly 
applicable to, live subjects or to social contexts in the wider community (although 
it does draw from Freudian theorists, such as Jonathan Flatley and John Munder 
Ross, who deal in a broader context with male melancholia). The thesis is 
investigating the extent to which literary texts selected from the nineteeth, 
twentieth and twenty-first centuries enact the states of melancholia in men. The 
focus is on literary representations of fathers and sons, and the ways in which the 
father-son relationships therein present a perpetual cycle of male melancholia that 
is endemic in the societies portrayed in the texts. Father/son relationships are 
complex, and it might even be argued that sons seeking approval from fathers who 
withhold approval is a psychological inheritance of masculine cultures across 
time. However, this thesis argues that literary texts represent this relationship as 
pathology. 
It becomes evident in this exploration that the male melancholic character as 
represented in literary texts is rarely healed via social interaction or medical 
intervention. For example, the characters in Anton Chekhov’s play Ivanov (1970) 
mirror the way in which laypeople often think they are experts when it comes to 
diagnosing depression and how it might be cured. Chekhov’s characters diagnose 
the depressed man, identify his symptoms and offer him a solution. However, as 
the play highlights, none of this prevents the depressed Ivanov’s suicide. Similarly 
in society itself awareness of a condition and availability of possible healing 
mechanisms does not necessarily prevent suicide. This is because, as this thesis 
will argue, the masculine wound that I will focus on has been internalised to such 
a degree that it is not easily identified and understood. 
This thesis looks at melancholia/depression in adult males. Throughout the thesis, 
the terms “man” and “boy” can be understood to mean any person who self- 
identifies and experiences the world as a male, regardless of biological sex. 
Therefore, for example, the biologically female but transgendered male character 
Oshima in Haruki Murakami’s novel Kafka on the Shore (2003, 2005) is 
considered by this thesis to be a man. Of significance, Judith Butler argues that 
gender identity and sexuality are formed before the resolution of the Oedipus 
complex (Butler 1997: 135). This thesis concurs that the formation of gender 
identity and sexuality may be as much experiential as biological, and therefore it 
does not seek to differentiate between transgendered males (or females). 
This focus on males does not mean to occlude the possibility that females 
experience similar symptoms (in spite of some differences in the contributing 
social conditions that may have a gender base). There are varying theories on 
women’s depression worth noting. Jennifer Radden cites the views of Juliana 
Schiesari that men suffer melancholia and women mourn, while Luce Irigaray and 
Jacques Lacan preclude women from melancholia (Radden 2009:156). Another 
view is that of Sidney Blatt (2004), who states women are more likely to 
experience anaclitic depression while men are more likely to experience self-
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critical depression, but both types of depression are experienced by both genders 
(Blatt 2004:184-5). However, women’s depression is outside the scope of this 
thesis. The alarming statistic documented by Keneshia Bryant-Bedell et al. (2012: 
2051, 2053 and 2056-7) that men’s suicide completion rate is more than four 
times that of women is a significant fact and one that, in part, draws me to this 
study. 
The study of literary texts inevitably affects us consciously and unconsciously. As 
readers we may question how and what we know about the content, or we may 
reflect on the aesthetics of the language and the particulars of the form. It is 
arguable whether readers contribute the knowledge to interact with the text to 
comprehend, infer and interpret, or whether the text impinges on us, drawing and 
entrancing us repeatedly back to mysteries we must resolve. Nicholas Abraham 
and Maria Torok (1984) argue that these mysteries are not just about the contents 
of the text but also reside within the mind of the reader. “Mystery” may also be 
translated to represent that indefinable “truth” that human beings seek. This thesis 
puts into question the meaning of “truth” as represented in the literary characters 
as they suffer in states of male melancholia. As Jacques Lacan notes: 
The meaning of a return to Freud is a return to the meaning of 
Freud. And the meaning of what Freud said may be conveyed to 
anyone because, addressed as it is to all, it concerns each 
individual; to make this clear, one has only to remember that 
Freud’s discovery puts truth into question, and there is no one 
who is not personally concerned by the truth (Lacan 2006: 130) 
Despite the potential relevance of Lacan to the investigation, this thesis will not be 
drawing on Lacanian analysis. This thesis is less interested, for example, in the 
function of speech and language in psychoanalysis or in viewing the text via a 
structuralist or a post-structuralist perspective. Its focus is more on the stories 
being told by literary writers across time about male melancholia and how and 
why that melancholy can be best understood from a Freudian analysis. 
In this thesis on melancholia in men I have chosen culturally valued narratives 
that represent trauma inflicted within the family and by society. The 
representations of the behaviours of the male melancholic characters in the 
following texts are the resource for research: Fyodor Dostoevsky’s The Brothers 
Karamazov, Norman Mailer’s The Naked and the Dead, and Haruki Murakami’s 
Kafka on the Shore, with additional analyses of Murakami’s The Wind-up Bird 
Chronicle, Sputnik Sweetheart, After Dark, Dance Dance Dance, The Wild Sheep 
Chase and Norwegian Wood. In selecting these texts the aim was to examine 
sample literary works that drew from an historical period that included the 
nineteenth century, the twentieth century and the twenty-first century, and to 
examine similarities and differences in the literary manifestations of male 
melancholy not only across time but also from different parts of the world. The 
texts were also selected in order to demonstrate the ways in which melancholia in 
males has been represented from within different literary movements—realism; 
naturalism, modernism; and postmodernism—and the extent to which artefacts 
emanating from these movements choose particular kinds of poetic modes. 
Selection of texts was also determined by an interest in looking at 
ethical/political/social paradigm shifts represented in each text; these texts also
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represent melancholia in males (characters) in developed post-industrial societies 
and in contemporary technological global society. 
This thesis will explore Freudian theory that interprets how melancholia can bring 
about irrational human behaviours of self-harm and severe self-criticism. To do so 
it will examine a selection of fictional texts. Sigmund Freud’s landmark essay 
“The ‘Uncanny’” (1919), based on Hoffman’s short story The Sandman, can be 
understood as an essay that employs narrative to dramatise a psychological idea. 
Similarly Freud draws on the literary arts, opera and visual art when articulating 
his theories. Just as his theory was informed by art so, too, has art been informed 
by his thinking. Literature has continued, both through direct interrogation and 
through absorbing ideas from popular culture and individual experience, to reflect 
this synergy. The selected texts, from the works of Fyodor Dostoevsky to those of 
Haruki Murakami, reflect literature’s progression from Realism to Modernism and 
through to Post Modernism, as noted; however, they also reflect the enduring 
importance and influence of Freudian theory in the developed world, from pre- 
revolutionary nineteenth century Russia to the twentieth century USA and Japan. 
A rendering of what is known as the Laius complex will enrich understandings of 
the father/son relationship in the melancholic’s life. The Laius complex is not a 
theory posited or explored by Freud, but it developed from the Freudian model by 
recent theorists such as George H. Pollock (1988) and John Munder Ross (1988). 
The Laius complex is drawn from Freud’s more generally well-known Oedipus 
complex (a child’s psychosexual murderous impulse towards the father and desire 
for the mother, which occurs regardless of the sex of the child). Like the Oedipus 
complex, it finds its source in the Theban plays of Sophocles, a trilogy of tragic 
plays dealing with the myth of King Oedipus. Freud was fascinated with 
Sophocles’ Oedipus Rex, the first play of the trilogy, which tells the story of a son 
fated to unknowingly kill his father (Laius, King of Thebes) and marry his mother 
(Queen Jocasta). Of Oedipus, Freud writes: “His destiny moves us only because it 
might have been ours . . . It is the fate of all of us, perhaps, to direct our first 
sexual impulse towards our mother and our first hatred and our first murderous 
wish against our father.” (Freud 1967: 296) 
In the reverse of the Oedipus complex, the Laius complex involves a parent’s— 
typically, a father’s—psychosexual murderous, violent and incestuous impulses 
towards the child. It is worth noting that while, through tragic and inescapable 
circumstances, Oedipus fulfilled the fated role of killing his father and marrying 
his mother, he did so unwittingly. However, King Laius of Thebes deliberately 
attempted to kill his son twice. He did this once at his birth by hobbling his ankles 
(hence the name “Oedipus”, meaning “swollen foot”) and leaving him outside and 
untended in nature to either die from exposure to the elements or to be killed by 
wild animals. Laius attempted to kill Oedipus a secont time in the skirmish 
initiated by Laius that saw an adult Oedipus accidentally kill his unknown father. 
Also important to this thesis are contemporary applications of Freud’s Mourning 
and Melancholia (1917), which form the basis of a theory of subject formation 
and a framework through which to interpret ungrieved communal losses in literary 
texts. The various discourses that deal with melancholia and/or depression will 
demonstrate the diversity of ways depression is researched and constructed. 
Following Freud, the dialogue between literature and psychoanalysis will be
5 
examined in light of the insights one can give to the other and to the reader. In the 
study of novels this thesis will be as concerned with the form of the novel as much 
as its subject matter as the symbolic structures communicates meaning as much as 
its content does. 
Argument 
The thesis examines melancholia/depression as a life condition in men, as 
represented in literary works; it is not focused on a periodic or isolated episode of 
a depressive illness (as determined by medical/scientific criteria such as that given 
earier for major depression from the DSM V), but as a permanent state of being. 
This thesis will argue that literature brings to the study of melancholia in men 
insights that are not addressed by other models. It will also argue that these 
insights demonstrate that melancholia forms the individual’s identity/subjectivity. 
Literary fiction explores relationships that in daily life may not be recognised as 
or confronted as significant. In regards to its representations of male melancholia, 
literature represents the psyche’s conscious and unconscious internal processes 
based on the writer’s perception of what forms the melancholic’s personality. 
Literature constructs scenarios of discrimination that privilege social conditions, 
showing how males, injured by trauma, reason and react in their attitudes to 
themselves and to others as they strive for socially accepted forms of masculinity 
and self-respect. This analysis will investigate male behaviour in various 
situations over different periods of time, as represented in literature; it will 
examine the consequences of the infantile wound, the ambivalence between 
fathers and sons, and the effects these wounds have on the son’s life. It will be 
argued that the son is thwarted and emotionally crippled by the father and is 
unable to achieve either dominance in the paternal relationship or to sever the 
paternal bond. It will also be argued that the son’s initial defeat occurs in infancy 
and is the melancholic wound that is triggered by subsequent life losses and 
humiliations. The loss is therefore a two-stage one. The selected literature 
portrays the duality and ambivalence of inner love and hatred, the hunger for 
approval and the futile desire to reject. The melancholic male characters live in 
the shadow of continual self-criticism that can deteriorate to hatred and isolation, 
which may in turn lead to suicide. 
Plato notes in the Symposium the value of myth as a communicator of knowledge. 
It is evident in Socrates’ belief that dialectical questioning produced knowledge, 
but there was further knowledge that could only be accessed through an 
understanding of myth. As Lacan states, “myth is necessary. . . to go further” in 
the pursuit of knowledge (Lacan Seminar 8, Chapter 8, p. 76, 18-1- 
1961). This view is also presented by P. Watson in his claim that myth and poetry 
are “the record of human consciousness” (Watson 2005:608). As noted, to 
illuminate the roots of inter-generational male aggression I will apply Freud’s 
theory of the Oedipus myth, complemented by the arguments of Karl Abraham 
about the Laius complex. 
It is the distinguishing feature of this thesis that the wound of melancholia and the 
individual’s reaction to that injury are treated as interior and seen to be 
experienced in unconscious processes, with certain behaviours and attitudes 
evident in the sufferer. The examination of novels will seek literary 
representations of these features. This study focuses on two pivotal characteristics
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stressed in Jennifer Radden’s insightful study of melancholia. She argues that 
Freud’s unique contribution to the study of melancholia is two-fold, helping us 
understand how “the early loss of the object is relived” and how melancholics 
have “self-critical and self-hating attitudes” (Radden 2009:79). These 
characteristics, she asserts, are central to symptom description in current times 
(Radden 2009:161). This two-fold focus will direct my analysis of melancholia in 
male characters in literature. The analysis will also examine the essential element 
of narcissism in Freudian melancholia theory. Significantly, the male melancholic 
characters in the examined literary texts are not constructed to identify themselves 
as victims of an exterior malignant force. 
The Invader Metaphor 
Until the work of Karl Abraham and Sigmund Freud it was generally believed that 
melancholy occurred as an external attack that overwhelmed or infected the 
helpless sufferer. This thesis, however, will follow the Freudian model which 
represents the condition as occurring within the psyche. Freud, as detailed above, 
attributes the cause of what some people call fate and daemonic forces to “early 
infantile influences” (Freud 1920, 1995:604). This thesis will make connections 
between the discourses of psychology and the ways in which literary works may 
represent these psychological perspectives metaphorically. Metaphors, models 
and analogies, David E. Leary states, function as comparison processes to apply 
“parts of our knowledge to illuminate others” (Leary 1990:28, n. 10). James R. 
Averill argues that metaphors describe, elaborate, explain and evaluate (Averill, in 
Leary 1990:106), while Leary, quoting Cynthia Ozick (1986), says metaphors 
transform the strange into the familiar (Leary 1990:7). 
Plato established the polluting invader metaphor for melancholia. A brief review 
from Plato to current times reveals the consistent presence of this invader 
metaphor. Plato situates the cause of melancholia as black bile produced by 
rotting flesh. These bilious vapours invade the rational soul located in the brain, 
which is separated by the neck from the irrational soul in the chest. This 
separation is to prevent contamination of the rational soul. However, in cases of 
melancholy, bilious humours mingle their vapours with the motions of the soul, 
causing ill temper (Plato, Timaeus, in Hamilton and Cairns 1961:1193, 1206-7). 
Following Plato, melancholic writers have consistently used the metaphor of the 
attacking invader. Stanley Jackson’s 1986 history of melancholia details how 
writers describe their observations of melancholic suffering. Building upon 
Plato’s theory, Rufus (100AD) added to the idea of melancholic bad blood the 
features of diet and flatulence. According to Rufus and the thinking of the time, 
these characteristics—along with the melancholic’s sadness, fear and 
despondency—caused an intense longing for sex (Jackson 1986:36). Galen (131- 
201 AD) had similar views. The fourth century Egyptian monk John Cassian 
introduced the term “acedia” as a synonym for melancholia, associating it with the 
symptoms of sadness and despair. Cassian considered acedia the sin of sloth, 
attributing its cause to the noon daydemon in Psalm 91:6: “the sickness that 
destroys at mid-day”. The monks of Cassian’s order viewed melancholia as a 
punishment for sins of the flesh. Melancholia was the Devil’s torment with God’s 
cooperation (Jackson 1986:76). The sixteenth century philosopher Robert Burton 
influentially describes melancholia as “fear and sadness without cause” (Burton
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1977:170-1). He draws on Galen’s idea that the brain is troubled by black 
humours (Burton 1977:419). His major contribution is that he locates melancholia 
in the mind, identifying it as injured reason (Burton 1977:139). Burton offers a 
myriad of causes of melancholia from God’s punishment, parental inheritance, an 
un-chaste nurse, or a tyrannical education and step-mothers (Burton 1977:211, 
331, 333). Relevant to current times and significant to this thesis, Burton 
identifies as causes social disgrace and shame, stating “a blow with a word strikes 
deeper than a blow with a sword” (Burton 1977:339). Thomas Willis (1600 AD), 
as Jackson details, moves away from the humour theory to causes based on animal 
spirits dwelling in the brain. This view leads to theories about chemical effects in 
the brain (Jackson 1986:110-1). Soren Kierkegaard, as Gordon Marion 
documents, viewed his own depression as a contagious disease. His depression 
was one of darkness and mental anguish, and he described it as “a thorn in the 
flesh” (Marino in Mooney 2008:121-2). Unlike today, Kierkegaard separated 
depression from despair. He identified despair as a sin because it implied a belief 
that God could not help, whereas Kierkegaard believed the life of the spirit was 
above our “mental/emotional lives” (Marino in Mooney 2008:127). None of these 
examples attribute the cause of melancholia to interior psychic processes. 
Contemporary writers explicating their experiences of depression, and modern 
drug therapy, also employ the invader metaphor. Gary Greenberg defines 
depression as a “culturally transmitted disease”, identifying drug companies and 
advertising as the cause (Greenberg 2010:17-8). Andrew Solomon likens his 
depression to the vine that wraps itself around the great tree and sucks the life out 
of it (Solomon 2002:18). Lewis Wolpert reviews various theories and therapies 
about depression, including psychoanalysis, and asserts that “usually only severe 
life events”, such as humiliation, entrapment or the finality of death, “trigger” 
depression (Wolpert 1999:54). His use of the word “trigger” is notable, but it is 
important to clarify that he does not view melancholia as something that triggers 
an earlier loss, as will be discussed in relation to melancholia and trauma theories. 
Interestingly, while he later evaluates Freud’s essay Mourning and Melancholia, 
he does so without acknowledging the crucial melancholic wound to the ego and 
the introjected narcissistic love object, which this thesis argues are pivotal. He 
dismisses suggestions that theories attributing cause to early childhood 
experiences are irrelevant. Instead, he supports the belief that depression is 
hereditary: “there appear to be innate temperaments” (Wolpert 1999:94). 
Significantly, he focuses on the invader model of sadness but without cause, 
quoting Edgar Allan Poe’s words: “I have struggled in vain against the influence 
of this melancholy” (Wolpert 1999:9). Julia Kristeva, quoting Gerard de Nerval’s 
“Black Sun” metaphor, describes the enigma of melancholia and attributes 
“mourning the maternal object” as cause. Her choice is ambiguous; it is 
“insistent”, “imagined”, “bright”, and “black” (Kristeva 1989:6, 9, 13). By 
contrast, this thesis, as noted, identifies the father as the source of male 
melancholia. Aaron Beck, a former psychoanalyst, rejects Freudian theory and the 
notion that depression is anger turned inward. His theory of Cognitive Therapy 
attributes the cause to “certain distortions of reality based on erroneous premises”, 
which originate in defective learning during cognitive development (Beck 
1976:3). Gary Greenberg criticises Beck’s approach; his study validates that
depression is a disease (Greenberg 2010:311). This theory repeats the premise of 
the outside invader causing harm. Dariusz Galasinski’s research on men’s 
depression
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expresses divergent views on causes. He employs an attacking metaphor of 
depression, viewing it as an independent entity with a life of its own. Depression, 
he argues, is always outside; it is “the cunning hunter” of powerless men with its 
roots in dominant masculinity (Galasinski 2008:54-6). This point will be 
addressed in the masculinities section later in this study. 
In describing the postmodern individual Kenneth J. Gergen again employs the 
invader metaphor of melancholia, referring to the “technologies of sociation” that 
have impinged upon the “modernist” or “interior self” and its rational and moral 
functioning, thus producing a postmodern lost self, a “homeless mind” (Gergen 
2000:100, 101, 105, in Fee). This postmodern self, he argues, due to the polyvocal 
opinions besetting the individual from various media, lacks a clear voice of 
conscience, being subject to “a chorus of competing contenders” (Gergen 
2000:102-3, in Fee). 
A contemporary view, similar to Greenberg’s, that challenges both the invader 
model and the role pharmaceutical therapies and profit play, is that of Darian 
Leader. He argues for a change in focus from viewing depression as a biological 
problem, caused by lack of serotonin, based on descriptions of surface behaviours 
and treated with “dubious biochemistry” as a bacterial infection would be treated. 
Leader argues for a return to Freud’s terms of mourning and melancholia so that a 
person’s interiority and speech may be examined (Leader 2008:2, 3, 5). Leader 
veers towards a view of depression as seen by “some psychoanalysts” as a protest 
to major social changes and breakdown of support systems (Leader 2008:12-13). 
Given that this thesis is dealing with literary representations of depression, a 
consideration of narrative theory seems relevant. Scholars such as T. J. 
Schoeneman, K.A. Schoenemani and S. Stallings (2004), John H. Harvey (2004), 
C. R. Snyder (2004) and Bradley Lewis (2006) employ a narrative approach, 
analysing metaphors to gain insights into depression. Schoeneman, Schoenemani 
and Stallings analyse metaphors of depression in Styron’s text and conclude 
depression is like “an attack by a malevolent entity that is, ultimately, a form of 
annihilation” (Schoeneman et. al 2004:338, their italics). Lewis analyses 
Chekhov’s Ivanov; he acknowledges the play’s ambiguity and recommends a 
narrative approach with multiple interpretations. He refers to depressives as 
“sufferers of sadness” caused by “social surroundings” (Lewis 2006:53, 55, 58,
61, 64 and 65). These two studies produce crucial metaphors of an outside invader 
that causes depression. It is “an attack by a malevolent entity” and caused by 
“social surroundings”. By contrast, a close reading of Freud’s essay Mourning 
and Melancholia (1917) may have produced a different interpretation of 
Chekhov’s play if the focus had been on the pivotal Freudian symptom of “self- 
hatred” apparent in the utterances of the character Ivanov: 
My sufferings seem noble to you; you imagine you have 
discovered in me a second Hamlet; but my state of mind in all its 
phases is only fit to furnish food for contempt and derision. My 
contortions are ridiculous enough to make anyone die of laughter 
. . . Oh, how I hate myself today! (Chekhov 1970: 88) 
The metaphor of melancholia as an outside invader, along with historical 
authority, impinges upon the outcomes of analysis. Freudian theory examines the
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individual’s interior thoughts and attitudes to show that the melancholic has a real 
life injury in the unconscious and that the unconscious ambivalent love directs the 
individual’s actions. The melancholic male is not the victim of an outside/invader 
attack that leaves him a helpless victim. To repeat what Freud states in Beyond the 
Pleasure Principle (1920), some people view their situation as being pursued by a 
“malignant fate “or “daemonic” power, but their fate is determined by their “early 
infantile influences” (Freud 1920, 1995:604). 
Freud’s seminal essay Mourning and Melancholia (1917) is the foundation for an 
alternative metaphor for melancholia. Freud’s Mourning and Melancholia reveals 
the emergence of three significant images of melancholia: the father 
metaphorically kills the son; the son feels like the agent of his own torment; and, 
due to ambivalent love and hate, the son cannot kill the father. The discussion of 
Mourning and Melancholia will be principally augmented by reference to On 
Narcissism: An Introduction, The Ego and the Id, Civilization and its Discontents, 
Beyond the Pleasure Principle and The ‘Uncanny’”, with additional reference to 
other works. The theories of Karl Abraham will add to symptoms identified by 
Freud, and Pollock’s and Ross’ work on the Laius complex will address the role 
of the father as both a negative and positive influence. 
Structure 
This thesis will be divided into Four Parts. In Part I, a theoretical overview of the 
subject will be given. It will be divided into two sections. This overview will 
outline the Freudian framework at use throughout the exploration of male 
melancholia in the texts critiqued, and will give a background to the evolution of 
the different approaches and theories at play in contemporary Freudian and post- 
Freudian thought. This thesis, whilst recognising the tri-partite system of the 
id/super-ego/ego, does not discuss the id at any point in detail. The analysis 
assumes that the characters represented in the selected texts are ones living out 
their lives after the fact of repression; they are therefore faithful to Freudian 
thinking in that they are by necessity neurotic, with some characters more so than 
others, which leads to them being seen as outsiders in their melancholia. The texts 
unravel possible reasons for their melancholia, attempting, however 
unsuccessfully, to access the unconscious via a variety of symbolic networks. 
Section One of Part I, entitled “The Freudian Context”, gives a broad overview 
into Freudian thought and complementary thinkers, and their relevance to the 
thesis in hand. Concepts dealt with include: melancholy; mourning; the tripartite 
system of ego, super ego and id; and the Laius complex; and how these ideas 
might be applied to masculinity and depression. Section Two, entitled 
“Masculinities through Wounding: Cultural Contexts and Critiques”, develops the 
themes of Section One within a larger frame of cultural and critical debate. 
Furthermore, it argues for the continuing relevance of Freudian thought in 
unlocking the meaning of literary texts. 
Part II, “Essential Dialogues and the Polyphonic Novel in Dostoevsky’s The 
Brothers Karamazov”, will discuss melancholia and the different representations 
of suffering at play in the father/son dynamic in Fyodor Dostoevsky’s The 
Brothers Karamazov. It is divided into three sections. Section One, entitled 
“Dualities in Fiction and Life”, investigates the incorporation of the interplay of 
Dostoevsky’s personal views and those fictionalised within the narrative;
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Dostoevsky’s philosophy of the dualism of morality that is harboured in the soul 
of each character; and the extent to which the dialogical art presents the dualities 
without an intention to find resolution. Within this context melancholia will be 
discussed as an injury occurring in infanthood, rather than as an invasive disease 
caused by external socially realised forces. Section Two, entitled “Fathers and 
Sons: Unresolvable Tension”, explores the unreliable, unstable father figure and 
the son’s lack of ability to sever from the parent despite disappointments; 
parricide is also discussed. Section Three, entitled “Melancholy and the 
Possibility of Survival”, develops these themes further, investigating the 
characters Ivan Karamazov and Alexei (Alyosha) Karamazov as melancholics. 
(Alexei will chiefly be referred to by his diminutive Alyosha.) Central to the study 
of melancholia in each son is their relationship with their father Fyodor. Ivan’s 
relationship with Fyodor is central to the action of the plot and treated directly by 
the author, while in Alyosha’s case his relationship with Fyodor is treated 
indirectly; its negative aspects are manifested by his choice of surrogate father 
figures. The prime focus in Chapter Two is Ivan, who appears to be functioning 
normally for the first half of the novel, and who, although observing himself as 
normal, comes to face the depth of his depression. This serves as a catharsis 
accompanied by some enlightenment. It is my view that despite the insight that 
comes from his emotional collapse, the character can not envisioned as recovering 
from the original injury inflicted by the father. 
Part III analyses Norman Mailer’s The Naked and the Dead to explore how the 
emotional trauma inflicted by war and financial disasters devastate individuals, 
families and communities, and consequently wound individuals’ minds. Section 
One, entitled “History and Its Traumas: External Forces”, is a study of literary 
representations of the impact of trauma on individuals and society. These texts 
provide a means of acquiring an understanding of the repercussions of these 
events on victims, mentally and emotionally, physically and socially. However, 
although recognising the traumas caused by war, Section Two, entitled “Personal 
Histories and Interior Damage: Fathers Who Thwart”, focuses on melancholia 
caused by childhood, which is brought to the fore by an extreme situation of a war 
zone. The characters as melancholics are analysed and understood within the 
Freudian framework. That is, it is argued that their inner self-criticisms, 
perpetrated by the father, determine their behaviour. The source of the son’s self- 
torture is the unconscious ambivalence of the love-hate relationship with the 
father. Analysis of these melancholics using the Freudian metaphor illuminates 
and documents that melancholia is an internal and unconscious injury that directs 
thoughts and actions unconsciously as the sufferer battles to survive. 
In Part IV, an analysis of Murakami’s novels will examine how these novels use 
metaphor and narrative to represent melancholic symptoms in male characters, 
which are evidenced in their behaviour, thoughts and relationships. In Section 
One, “Failure Before Words: Seeking the Source of Melancholia in the 
Unconscious”, the analysis will firstly scrutinise the melancholia endemic in 
personal interactions in the works of Murakami, focusing on the relationships with 
the father and mother, spouse or lover, and peers. Secondly the analysis will 
reveal how the melancholic tends to observe himself to form denigrating opinions 
of himself. Murakami’s extensive use of metaphor depicts the character’s search 
for the content of the unknown unconscious mind. Section Two, “The Double and 
the Uncanny: Searching for the Source”, incorporates Freud’s theory of the double
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and the uncanny. These will be applied to identify those unconscious thoughts that 
the individual melancholic may not readily identify as his own, due to their 
projection onto another person/object. 
On one hand this thesis argues that man perpetuates a destructive force in the 
father-and-son relationship through rejection, lack of approval, jealousy and even 
violence, in order to sustain a preferred patriarchal social order. On the other 
hand, there is an abiding belief that men are capable of creating strong bonds of 
love with each other. The male melancholia observed in the selected literary texts 
in my view embodies the ways in which these negative and positive forces remain 
separate from each other.
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Part I 
Theoretical Overview
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Section One 
The Freudian Context 
“Sons do not want their father’s ‘balls’; they want their hearts” (Real 
2003:143, 159).
“[The father] is a protector and an enemy, a companion and a 
rival, a lover and a murderer, a remote authority and the most 
intimate confidant” (Maze 1993:459, 469). 
The Freudian Metaphor: Melancholia in Males 
Freud’s essay Mourning and Melancholia distinguishes mourning, a healthy 
process of recovering from an object loss, a person or an abstraction that is known 
and conscious, from melancholia, a pathological condition in which the lost object 
is unknown and unconscious. The melancholic lacks self-esteem, unlike the 
mourner (Freud 1917, 2005:203-5). Freud believes that the melancholic’s “self- 
disparagement” is more than a loss of self-esteem but a “loss of his ego” (Freud 
1917, 2005:207) – it is a profound loss of a concept of the self, and thereby of the 
importance of self. The dichotomy of mourning and melancholia has been 
challenged by contemporary theorists,; these thinkers will be discussed in later 
sections. While Freud’s essay focuses on the characteristics of melancholia he 
asserts that the melancholic “mentally” suffers “a profoundly painful depression”. 
He details the symptoms of this depression as “loss of interest . . . loss of the 
ability to love, the inhibition of any kind of performance and reduction in the 
sense of self, expressed in self-recrimination and self-directed insults, intensifying 
into the delusory expectation of punishment” (Freud 1917, 2005:204). Freud 
further distinguishes the symptoms of melancholia: the ego is impoverished and 
morally reprehensible, with self-reproaches, self-abasement before others and the 
expectation of punishment. Out of these behaviours Freud states the melancholic 
grasps the truth more keenly than others and that he/she become close to self- 
knowledge (Freud 1917, 2005:206). Karl Abraham endorses Freud’s theory while 
offering additional symptoms: a superior attitude; sensitivity and easily taking 
offence at injustices; and, while intolerant when others criticise and apply his 
standards to himself, he accuses himself of being the greatest of sinners (Abraham 
1924, 1965:454-5). 
This thesis considers Freud’s causal characterisation of the initial loss, then the 
process of introjection, the ambivalence and its consequences. This discussion 
will cover the internal psychic process of the loss, narcissistic identification and 
the development of the super-ego in Freudian theory, and its effects and 
symptoms in the social life of the melancholic. Fundamentally this work stresses 
the crucial importance of Freud’s assertion that the melancholic loss is real, not 
imaginary, consisting of a slight by the much loved object, a person in “the 
patient’s immediate milieu” and not the object’s death. Freud summarises the loss, 
or the wound, thus: “An object-choice had occurred, a bond had been formed 
between the libido and a particular person; through the influence of a real slight or 
disappointment on the part of the beloved person, that object-relation had been 
subjected to a shock” (Freud 1917. 2005:209).
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Following the loss, the introjection of the love into the ego initiates the subsequent 
characteristics of Freud’s melancholia theory. This disappointment introduces the 
ambivalent conflict of love and hate. The love object is abandoned but the love for 
the object cannot be abandoned. Freud states that the result of the shock of the 
slight is not the normal process, which would be the withdrawal of the libido from 
the object and its displacement on to a new one. Instead the free libido is drawn 
back into the ego and transformed into a loss of ego (Freud 1917, 2005:209). This 
ambivalence, Freud states, further distinguishes melancholia from mourning. The 
love battles to maintain the libido position while the hate battles to free the libido. 
Ambivalence is repressed and withdrawn from consciousness (Freud 1917, 
2005:216). The love has “fled into narcissistic identification” (Freud 1917, 
2005:211). By taking flight into the ego, the love escapes abolition (Freud 1917, 
2005:216). The result of this regression is that the process becomes conscious 
representing itself as a conflict between one part of the ego and the critical agency 
(Freud 1917, 2005:216). This is the splitting of the ego. Freud later underlines the 
importance of the loss of love in infantile sexual life in Beyond the Pleasure 
Principle (1920) stating that the loss incurs a “narcissistic scar” a permanent 
injury to self-regard (1920, 1995:603). 
Emerging from the introjection/regression of the libido onto the ego and the 
ambivalence are the two further significant characteristics of the melancholic: the 
narcissistic identification and the self-criticism by the super-ego. Both these can 
be considered determinants of melancholic behaviour, with ambivalence, in 
Freud’s view, occupying the “driving force” (Freud 1917, 2005:217). 
Freud introduced the term of “ego-ideal” in On Narcissism An Introduction 
(1914), referring to it as the “critical agency” in Mourning and Melancholia 
(1917) and as both the “critical agency” and the “special agency” in The 
“Uncanny” (1919). He then further refined it as the “super-ego” in The Ego and 
the Id (1923). This development of the super-ego, stems from narcissistic 
identification. It is necessary to first detail the processes involved in the 
narcissistic object-choice and identification before discussing the evolution of the 
super-ego. 
Narcissistic object-choice, one of the essential conditions of melancholia, 
distinguishes melancholia from mourning and could be viewed as determining the 
melancholic’s social behaviour. It also seems to be the essential process that 
identifies the father, in the case of sons, as the narcissistic object-choice – the one 
who inflicts the slight. Warning of the lack of absolute certainty in his 
conclusions, Freud asserts that melancholia rests on the process of regression from 
the narcissistic object-choice to narcissism (Freud 1917, 2005:210). In On 
Narcissism: An Introduction Freud explains primary narcissism, either as 
anaclitic, modelled on the mother, or narcissistic, modelled on the self due to some 
disturbance (Freud 1914:88, 1991:18). This disturbance, which Freud believes that 
psychoanalysis discovered, is the result of the fact that some people, “whose 
libidinal development has suffered some disturbance, such as perverts and 
homosexuals,” have taken as a model not their own mother as their “later choice 
of love-objects” but “their own selves” (Freud 1914:87-8, 1991:17-8). It is from 
these hypotheses that one can speculate that the object-choice is not the mother 
but the father in the case of males. Had the primary object-choice been the 
mother, the object-choice would have been of the anaclitic type (Freud 1914:88,
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1991:18). The child’s development progresses to the formation of the ideal-ego, 
as Freud comments in On Narcissism: An Introduction: “the ideal ego is now the 
target of the self-love which was enjoyed in childhood by the actual ego. The 
subject’s narcissism makes its appearance displaced on to this new ideal ego, 
which, like the infantile ego, finds itself possessed of every perfection” (Freud 
1914:94, 1991:24). This statement articulates that the ideal ego, the object-choice, 
has the child’s lost infantile narcissism displaced onto it (Freud 1914:94, 
1991:24). Freud’s explanation is in the domain of real events. 
To defend this claim that the infant male’s love-object is the father, I will refer to 
Freud’s revised teaching on melancholia in The Ego and the Id (1923). He 
explains that the abandonment of object-cathexis is replaced by identification in 
the ego, as in melancholia, which contributes to building the ego’s “character,” 
thus the ego contains a history of abandoned erotic object-choices (1923, 
1995:638). This point has relevance for subsequent theories of subjectivity. But it 
also explains that the early childhood identifications are general and lasting, and 
are the origin of the ego-ideal/super-ego. Hidden in this origin, Freud argues, is 
the individual’s “first and most important identification, his identification with the 
father,” which precedes “any object-cathexis” (Freud 1923, 1995:639). With these 
comments Freud establishes that the erotic object-choice that inflicts the injury is 
the father. 
The essential narcissistic identification determines the melancholic’s social 
relations. The belief that the melancholia is a narcissistic condition determines the 
views of theorists such as Thomas Ogden. He believes the melancholic fails to 
develop from primary narcissism to object-choice and can only “engage in 
narcissistic forms of object relatedness”, a feature unique to the melancholic, 
affecting social relations (Ogden 2009:134-5). In considering the melancholic’s 
ability to socially interact or to retreat in isolation, in Group Psychology and the 
Analysis of the Ego (1921) Freud reminds us that the individual’s mental life is 
also social; it comes under the influence of another in the form of a model, an 
object or an opponent. Freud contrasts the social influence with the narcissistic in 
which the subject’s satisfaction of instincts is partially or totally withdrawn from 
the influence of other people (Freud 1921, 1995:627). This thesis concurs with 
Ogden that melancholia is a narcissistic condition. 
The super-ego development emanates from the libido’s love of the abandoned 
love-object, which has fled to the ego, and forms the narcissistic identification, 
producing the ambivalence (detailed above) and the split in the ego (Freud 1917, 
1995:207). As a result of the regression, the ambivalence becomes conscious in 
the form of a conflict between one part of the ego and the critical agency – the 
super-ego, which attacks the ego as the substitute love-object with hatred, insults 
and humiliation, or as Freud says, “self-torments” (Freud 1917, 2005:211, 216). 
This split in the ego is referred to in On Narcissism An Introduction as the 
“special agency” that watches and measures the ego against the ideal ego (Freud 
1914:96, 1991:25). In The “Uncanny” (1919) it is both a “special agency” and a 
“critical agency” that treats the ego as an object, observing, criticising and 
censoring (Freud 1919, 1990:357); and in Mourning and Melancholia Freud 
argues that it also exercises moral disapproval (Freud 1917, 2005:207). Freud 
explains that the conflict between the ego and the beloved person is transformed 
into a dichotomy between “ego criticism” and the ego, which has been modified
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by the narcissistic identification (Freud 1917, 1995:209). Freud explains that the 
super-ego’s attacks against the ego and suicidal thoughts are reproaches re- 
directed from the abandoned love-object and turned back upon the ego (Freud 
1927, 2005:208, 211, 212). 
“Self-loathing “and “self-reproach” are Freud’s specific contribution to the study 
of melancholia according to Radden (Radden 2009:161). Juliet Mitchell and 
Terrence Real, when referring to Freud in their work, provide the term “self- 
attack”. Mitchell also includes the melancholic’s feelings of having done 
something wrong, while Real equates “self-attack” with guilt (Mitchell 2000: xxi, 
Real 2003:55). 
Freud details the function of the super-ego in The Ego and the Id (1923). Freud 
situates the father as the model for the super-ego due to the fact that the male child 
borrows strength from the father to overcome the Oedipus complex and 
permanently establishes the influence of the parents and the incest prohibition 
(Freud 1923, 1995:642, 695). Freud’s hypothesis seems only directed towards the 
male. Freud posits the super-ego as representative of the higher nature of 
humanity and a longing for the father, which is the foundation for all religions 
(Freud 1923, 1995:643). The role of the super-ego in the melancholic is 
significant because, as Freud states, it is “excessively strong,” with guilt as an 
expression of condemnation by the super-ego as it mercilessly rages against the 
ego (Freud 1923, 1995:652, 654). Consequently the ego feels hated and 
persecuted instead of loved (Freud 1923, 1995:658). Freud continues that in 
melancholia the super-ego has a stronger hold on consciousness, therefore the ego 
does not object; it admits its guilt and submits to punishment (Freud 1923, 
1995:653). This statement is relevant in melancholic behaviour most notably in 
the son’s inability to kill the father or a surrogate, literally or metaphorically. This 
is significant for this thesis as this work posits the father as the wounding love- 
object – not the removal of the mother, as Abraham, Melanie Klein, Julia 
Kristeva, Radden and others argue. Abraham situates the wound in the mother due 
to a patient’s disparagement of the mother, which he interprets as the son’s hate 
for the love-object (Abraham 1924, 1965:463). But this thesis argues that the son 
cannot attack the love-object in any form, but rather cringes in submission and 
guilt, raging against the self; this work will demonstrate how literary artefacts 
represent this characteristic. 
The ambivalence and continual rage by the super-ego against the ego, the love- 
object’s substitute, can be seen in Freud’s further theoretical developments. In his 
revision of the “duality” of life and death instincts in Beyond the Pleasure 
Principle, Freud defines sadism, an aim to injure a love-object, as rooted in 
ambivalence, and evokes masochism as the turning around of the instinct upon the 
subject’s own ego (Freud 1920, 1995:604-5). The compulsion to repeat, a theory 
derived from Freud’s observation of the children’s game “Forte/Da”, in which 
children repeat unpleasurable experiences in order to master them, involves a 
compulsion to re-experience unpleasurable “repressed instinctual impulses” that 
override the pleasure principle (Freud 1920, 1995:603, 605, 611). The compulsion 
to repeat is in the unconscious and whatever reminds us of this inner compulsion, 
Freud tells us, “is perceived as uncanny” (Freud 1919, 1990:361). This 
compulsion coincides with Freud’s view of the process in melancholia in which 
self-reproaches and suicidal intentions are accusations and impulses against a
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love-object transferred onto the melancholic’s own ego (Freud 1917, 2005:208, 
212). 
The role of the father is given prominence by Freud in The Ego and the Id. It is 
relevant that, in On Narcissism: An Introduction, the ideal ego as watchman arose 
from the critical influence of the parents and is added to by educators, peers and 
public opinion (Freud 1914:96, 1991:26). Freud notes that in some melancholics 
there are periods of relapse and also the opposite state called mania, in which the 
loss of the object is overcome with the subject making new object-investment in a 
sense of liberation (Freud 1917, 2005:213-4). However, this thesis also argues that 
such surrogate fathers trigger melancholic symptoms in melancholic men in the 
same manner and with the same intensity, as do real fathers. The significance of 
surrogate fathers and of fear of the father is given credence by Freud in Totem and 
Taboo (1913) and From the History of an Infantile Neurosis (1914). Freud asserts 
that in animal phobias, where boys are concerned, the “children displace some of 
their feelings from their father on to an animal” (Freud 1913, 1995:493). In the 
case of “The Wolf Man” fear of the father and ambivalence towards every 
surrogate father thereafter was a dominating feature in the subject’s life (Freud 
1914, 1995:407). 
Klein’s Theory 
In accord with Abraham, Melanie Klein posits the lost object as the mother’s 
breast, as does Radden, who situates the loss during weaning as one that is 
reactivated in later life (Radden 2009:152). Julia Kristeva attributes the loss to the 
mother before the child utters the first words (Kristeva 1989:6). Klein’s claim is 
significant as several theorists likewise place the loss of the mother as central to 
their theory, which will be discussed in the masculinity section further on in this 
work. Klein’s theory offers areas of agreement with Freud as well as divergences. 
There are similarities in that she asserts the melancholic wound is a real loss of a 
real object (Klein 1935, in Mitchell 1986:117). She also agrees with Freud in The 
Ego and the Id that the identification with the father “or with the parents”, lies 
hidden behind the ego-ideal. She subscribes to the concept of the combined 
parental figure (Klein 1952, Mitchell 1986:203, 208), believing both object and 
introjection play a part (Klein 1952, Mitchell 1986:205). She also agrees with the 
severity of the attacking super-ego to which the ego submits (Klein 1935, Mitchell 
1986:123). 
Klein stresses the importance of the earliest incorporated objects that form the 
basis of the super-ego, with “good” and “bad” objects, both maternal and paternal, 
and exterior and interior objects, which constitute the inner world; this differs 
from Freud’s splitting of the ego (Klein 1935, Mitchell 1986:122) and (Klein 
1940, Mitchell 1986:166). Klein’s theory of manic-depressive states or the 
depressive position does not include the element of narcissism. As Mitchell 
advises, Klein does not believe in regression (Mitchell 1986:28). Klein’s cause of 
melancholia is that the infant fails to establish its love-object within, or that its 
introjection fails. This gives rise to the “loss of the loved object” and is found in 
the adult melancholic. For Klein, this is the “fundamental external loss of a real 
loved object.” This process describes Klein’s “depressive position,” which can be 
overcome if the child has “a happy relationship to its real mother” (Klein 1935, 
Mitchell 1986:142-3).
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Klein concludes, distinguishing mourning from melancholia, that the manic 
depressive’s abnormal mourning fails in the work of mourning because in early 
childhood the subject failed to establish their internal “good” objects necessary to 
feel secure in their inner world. The normal mourner regains security and peace 
by overcoming grief (Klein 1940, Mitchell 1986:173-4). The loss of the mother is 
the foundation for those theories of depression involving the process of 
masculinity, as will be discussed further in the relevant section. Contrary to Klein, 
this thesis argues that the prime relationship related to melancholia in males is that 
with the father. It is the result of a loss or a slight/injury from the much loved 
object of the father, which is introjected and becomes narcissistic; this introjection 
causes the split in the ego when ambivalence sets up a conscious conflict of love 
and hate, triggering the super-ego to severely attack the ego in various ways. 
Society’s Wound 
Literature not only documents life with all its humour and sadness but also entices 
readers, through re-experiencing the events of others, to richer understandings of 
themselves. Humanity is required to suffer and sacrifice; it is an infinite enigma of 
the human condition and does not have resolution. Freud’s hypotheses in Future 
of an Illusion (1927) and Civilisation and Its Discontents (1929) offer an 
explanation for our suffering condition. 
In Civilisation and Its Discontents Freud argues that humanity must sacrifice their 
impulses of aggression and of sexuality in exchange for a portion of happiness 
and security; unfettered expression of either or both is not in anyone’s long term 
interests (Freud 1929, 1995:752). This sacrifice makes communal life possible; 
that is, it ensures civilisation. In real terms, Freud argues in Future of an Illusion 
that, across time, a minority has imposed models of civilisation on a resisting 
majority. Civilisation becomes the wounding agent through coercion, Freud 
argues, which is internalised in the super-ego, constructing the individual as social 
and moral. The suppressed classes identify with the ruling elite and are complicit 
with them (Freud 1927, 1995:687, 690, 692). Judith Butler and Raewyn Connell 
incorporate this Freudian point into their gender theories, as will be explicated 
later in this thesis. A social and psychological malaise is constructed which incurs 
suffering, and thus (Freud argues) humanity longs for the father or God to 
compensate (Freud 1927, 1995:687, 695). Freud offers two modes of behaviour 
available to humanity in which to express their suffering. There is the voice of 
intellect, which, though soft, is persistent until it is heard; alternatively, while 
civilised individuals do not murder or commit incest they do satisfy urges for lust 
and avarice, and commit calumny and fraud (Freud 1927, 1995:691, 720). 
Civilisation’s wound is evident in the trauma faced by individuals and is 
expressed in theories of masculinity and subject formation – in ways that are 
important to this thesis. 
Father Hunger 
Freudian theory establishes the ambivalence and the longing for the father, yet in 
some father/son relationships there is a vicious conflict requiring explanation. 
Whilst some theorists write of father hunger, George H. Pollock and John Munder 
Ross offer the Laius complex as explanatory. It is necessary to address paternal 
cruelty when dealing with the father/son relationship. Kristeva speaks of
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unconscious processes in the infant male that may explain the origin of the male 
longing for the father. She theorises that the mother is the seductive unconscious 
intrusion, with her desire for the father structuring the “female position” in the 
male subject – a position that continues to characterise the man’s sexuality in his 
desire to possess the father’s penis: 
Throughout   this   first   phase   of   psychic   sexualisation,   the 
sexuality of the primary oedipal phase, abandoned to the 
maternal-paternal  seduction,  however  passive,  is  nonetheless 
both reactive and active . . . In the boy, penile excitation (later 
intensified by the phallic phase) is superimposed on the complex 
range of reactions that results from this original invasion- 
seduction, underlying and structuring the “female position” of 
the male subject. This position continues to characterize the 
man’s sexuality, specifically his desire for oral and anal 
possession of the father’s penis and for its destruction in the 
maternal breast, which is fantasized as containing this penis and 
so forth. (Kristeva 2004:61) 
As mentioned earlier, Earl Hopper’s research on drug addiction and unconscious 
fantasies of homosexuality identifies in addicts a search for the father, and he adds 
that in the dealer the addict finds an ego-ideal of a “father/older brother” figure 
(Hopper 1995:1125, 1127). In the context of object-relations John Maze 
speculates that there is a primary drive—the need for love. Citing Ronald 
Fairbairn (1991), he explains that the longed-for father “is a protector and an 
enemy, a companion and a rival, a lover and a murderer, a remote authority and 
the most intimate confidant” (Maze 1993:459, 469). Maze further argues that the 
child needs to be loved by the parents and that they must accept the child’s love 
(Maze 1993: 461). Reflecting Freudian ambivalence and first identification 
theories, Nathalie Zaltzman states the melancholic male wants to “kill within 
himself the paternity that forms his identity” while worshipping it (Zaltzman 
1984:253). Commenting on the neglected pre-oedipal father/son attachment, Ross 
quotes Morrow (1984), who longed for his father and identified paternal longing 
in his own sons, saying he did not long to return to the womb but for a “father’s 
sponsorship in the world” (Ross 1985, in Pollock and Ross 1988:383). Mooney 
also raises the topic of the boy not receiving a father’s love (Mooney, in Pollack 
and Levant 1998:78). Terrence Real’s significant study on male depression 
situates the son’s hunger for the father’s affection at the centre of the father/son 
relationship, rather than traditional masculinity. He also acknowledges the 
importance of an enduring mature maternal relationship. It is clear that these 
theories express the son’s longing. 
The Laius Complex 
An explanatory metaphor for the father’s violence against his son and the son’s 
compliance and self-reproaches is the Laius complex or myth, as argued by John 
Munder Ross (1988). He claims this complex mirrors family and society, while 
explaining the father’s “aggressive and defensive power-posturing and abuse to 
conceal . . . feminizing implications” against the son as a means to combat 
“filicidal and pederastic trends” (Ross 1984 in Pollock and Ross 1988:395-6), or 
“the homosexual love of father and son” (Ross 1984 in Pollock and Ross
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1988:378-80). Ross asserts that the son assumes the guilt for the wound and it is 
“self-initiated” (1982, in Pollock and Ross 1988:303). Ross believes self-loathing, 
submission and guilt act “as a father’s internal proxy, as slavemasters,” ensuring 
the son’s acceptance of responsibility and obscuring parental cruelty (Ross 1984 
in Pollock and Ross 1988:404). These theories explain the interior nature of the 
son’s suffering; he punishes himself with his submission, his guilt and the blame 
he directs to himself. 
Unlike Freud, these critics focus on Sophocles’ Laius as a central figure; the Laius 
myth focuses on the parents rather than on the child. G. Devereux claims Freud 
de-sexualised the universal themes of father/son incest and placed the 
responsibility on the child, while ignoring the father’s guilt, parental attitudes and 
“seductive behaviour” that stimulated the child’s responses (Devereux 1953, in 
Pollock and Ross 1988: 98-9). 
Ross believes the role of Laius in Oedipus Rex is significant in that it highlights 
the father’s hostility, which is either a defence against “the homosexual love of 
father and son” (Ross 1985, in Pollock and Ross 1988: 378-380) or, in Paul 
Devereux’s view, stimulated by the sight of the nursing infant at the mother’s 
breast (Devereux 1953, in Pollock and Ross 1988: 105). Ross believes the father 
has the capacity to love his son and also to rape, abuse and kill him (Ross 1984, in 
Pollock and Ross, 1988: 390). He describes impulses in caring men that contain 
“inherent aggression towards other males and children”. These impulses are 
evident in “aggressive and defensive power-posturing and abuse to conceal the 
feminizing implications” of the desire to be a mother and the rage over exclusion 
from the “mother-infant dyad”. He further asserts: “hostile sadistic and phallic 
displays defend against bisexual and infantile trends” (Ross 1984, in Pollock and 
Ross 1988, pp. 395-6). These views show the filicidal and pederastic aspects in 
the Laius complex. 
The Laius complex paradoxically details both the repugnant aspects of the father- 
son relationship and its positive features that enhance a child’s life. Ross identifies 
the positive behaviours that emerge in the Laius complex and that include 
storytelling, rough-housing, teasing and discipline. These behaviours facilitate the 
child’s well-adjusted integration into society (Ross 1984, in Pollock and Ross 
1988: 391, 396). Thus the theorists cited, and the proponents of the Laius
complex, offer a rationale for a negative and positive in the father/son relationship 
and the son’s longing. 
Freud addresses the issue of the male’s aggression toward other men in Analysis 
Terminable and Interminable (1937). This is particularly significant in 
consideration of the many studies that argue that men’s depression has its roots in 
men’s early removal from maternal care and in the the denial of the feminine in 
order to achieve the elusive status of masculinity–to be discussed in more depth in 
the next section on masculinity. Freud uses the term “masculine protest” to 
describe men’s repudiation of femininity and passive attitude in relation to other 
men; these attitudes, in men’s minds, assume an attitude of castration. This 
unconscious process is evidenced by “exaggerated over-compensations” (Freud 
1937:403).
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Masculinities and Depression in Men 
The father/son conflict can be identified in the Freudian depression theories 
developed by Sidney Blatt (2004) and Terrence Real (2003), which focus on the 
parental trauma in early childhood. 
Blatt identifies two forms of depression — self-critical or introjective and anaclitic 
or attachment. Blatt argues both genders experience both forms of depression, with 
a tendency for boys to exhibit symptoms of self-critical depression and girls to 
have symptoms of anaclitic depression (Blatt 2004:184). Blatt’s introjective theory 
is relevant for this thesis in that the same-sex parent is the love-object that wounds 
the child. Blatt cites Zenmore and Rinholm (1989), who claim that depression-
proneness was “especially strong” when the same-sex parent relationship was 
“cold and restricting” (Blatt 2004:213). Blatt’s self-critical depression reflects 
Freud’s theory of the super-ego and of self-accusations as accusations against the 
love object introjected on to the patient’s own ego. Blatt adds the dimension of 
disruption into interpersonal relationships (164). He argues that the origin of self-
criticism is to be found in the destructive parent-child relationship (65). Edward 
McCranie and Judith Bass comment that parents scrutinise the child’s behaviour 
and thwart the child’s effort at assertion and individuation, and are intrusive, 
controlling and punitive (McCranie and Bass 
1984: 6-7). Blatt asserts that the child judges him/herself as harshly as the parents 
judge him/her (Blatt 2004: 65). The child’s behaviour patterns are similar to those 
described by Freud and Abraham, with punitive feelings of self-criticism, self- 
loathing, blame, guilt and depression. Blatt explains that the harsh super-ego 
causes them to strive to achieve. They have shame over failure to live up to 
expectations that requires self-reflectivity and an appreciation of cause and effect 
relationships. He argues they are perfectionists, aloof and have suicidal tendencies 
(48). The research of Richard Koestner, David Zuroff and Theodore Powers 
(1991) shows that the role of the same sex parent is relevant, stating that “for men, 
paternal restrictiveness and rejection significantly predicted later self-criticism” 
(Koestner, Zuroff and Powers 1991:194). Blatt extends the context of the 
melancholic wound to the context of the upbringing of the child. 
Real’s theory on male depression mirrors aspects of Freud’s melancholia theory. 
Real situates the wound in early childhood, arguing that depression is due to 
childhood violence – either active, when the parent is out of control, or passive, 
associated with parental neglect. Similar to Freud’s theory around introjection and 
identification, Real asserts that the injury takes up permanent habitation in the 
boy, and he adopts a relationship with the self that mirrors and replicates the 
dynamics of the early child abuse. Real describes the trauma as a failure of 
boundaries for which the child assumes responsibility for the failing parent, on the 
basis of the child’s need to preserve the attachment (Real 2003:204-5). Real cites 
Judith Herman’s views and is in accord with the Laius complex. Real classifies 
depression as an “obsessive disorder” in which the “depressive person is endlessly 
caught in the chain of his rehearsed inadequacies” (225). Real classifies
depression in men into the categories of “overt” depression, in which the shame is 
endured, and “covert” depression, in which the shame is concealed by grandiosity 
to preserve their manliness, camouflaging the condition from themselves and 
others and defending himself against feelings of “self-worthlessness” (55-6).
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Concealing strategies such as those involving hard work, sport and alcohol abuse 
are also noticed by Lewis Wolpert (Wolpert 2006:50). 
These theorists document the paternal injury, the self-critical behaviour and the 
concealment of shame to preserve masculinity. Further examination of recent 
research and other theorists reveals similar themes. 
Current Research on Depression in Men 
The following review of current empirical research articles on depression in men, 
from America, Australia, Canada, India, Iran, Sweden and Turkey, will be useful 
to highlight aspects they have in common with the analysis in this thesis of how 
selected literary texts deal with similar issues. These articles produce strong 
associations of inter-relatedness, though not proven causal relationships, between 
socially constructed masculinity and negative attitudes associated with a failure to 
meet these masculine ideals. Fear of femininity and failures of masculinity are 
associated with depression in the research of Keneshia Bryant-Bedell et al 
(2012:2053), Oliffe et al (2010b: 510), Shepard (2002:3), Wittenborn et al and 
(2012:91). Oliffe et al establish a recursive relationship between masculine ideals 
– independence, dominance, assertiveness and leadership – and depression, with 
punitive self-doubts about sexual performance acting as particular triggers to 
depression and consequential masking behaviours (Oliffe et al 2010a: 465, 473-4). 
Piccinelli et al include stressful life events of humiliation, defeat and entrapment 
as being at the heart of depression (Piccinelli et al 2000:488). These themes are 
discussed further in the Masculinities section in relation to child-raising practices. 
The consequential behaviours of failed masculinity mask the shame of failure, 
depression and the need to seek treatment through self-medication with drug or 
alcohol misuse. These practices are also noted by M. Holt et al (2011); K. Bryant- 
Bedell et al (2010); Oliffe et al (2010b); Strömberg et al (2009), Tozun et al 
(2011) and Wittenborn et al (2012). Bryant-Bedell et al identify the masking 
strategy of culturally specific language among African American men, who say 
that “the funk”, or depression, was something that they would shake off as they 
sought to lessen shame and self-criticism through disconnectedness (Bryant- 
Bedell et.al. 2010:2056). Oliffe et al, Wittenborn et al and Strömberg et al note 
depressive men exhibit aggressiveness and anger attacks, which Wittenborn et al 
claim is unique to men (Oliffe et al 2010b: 507, Strömberg et al 2009:259 and 
Wittenborn et al 2012:91, 97). They highlight that, because of the shame, men 
conceal depression and suicidal thoughts, and quote the alarming statistic that 
men’s suicide completion rate is more than four times that of women (Bryant- 
Bedell et al 2010:2051, 2053, and 2056-7). Oliffe et al note that depressive males 
talk about suicide and not depression, claiming depressive males have a 
“romantic” view of depression to self-isolate. Yet they paradoxically document 
that men suicide violently and regard non-fatal attempts as “feminine” and 
attention seeking (Oliffe et al 2010b: 507, 511). 
Deterrents to suicidal thinking are the support of family, strong religious faith and 
morals, and the awareness of the impact of suicide upon loved ones. These 
characteristics are identified by: Bryant-Bedell et al (2010:2056); 
Sivasubramanian et al (2012:458); and Oliffe et al (2010b: 508); who also state 
that fear of police and parents are deterrents. Significantly Bryant-Bedell et al
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comment that the depressive men wanted to tell their stories and not their 
symptoms (Bryant-Bedell et al 2010:2058). 
Research indicates cultural and gender issues have an impact. Bryant-Bedell 
relates that sixty percent of their research group of African-American men were 
never married and that these men used culturally specific terms such as “funk” to 
refer to depression (Bryant-Bedell). Wittenborn et al comment that less is known 
about men’s depression due to the focus on the condition in women, while 
diagnoses of depression for men are thirteen percent and for women twenty-one 
percent (Wittenborn et al 2012:90). Pollack, using terms that may create a bias, 
identifies gender differences, claiming the over-pathologisation of depression in 
women and the underestimation of “men’s pain” (Pollack 1998:152). Oliffe et al 
assert that in Western countries depression is seen as a “feminine disorder” (Oliffe 
et al 2010a: 467). Ahmadi et al state that infertility is significant in depression in 
men in Iran where fatherhood and traditional masculine ideals are prized (Ahmadi 
et al 2011:824-5). In South India, C. H. Logie et al found that depression was 
three times higher among men who self-identify as having sex with men (MSM) 
than in the general population; this depression is associated with the stigma of 
gender non-conformity (Logie et al 2012:1262). Holt et al found that MSM had a 
higher rate of illicit drug use than that of other men (Holt et al 2011:148). 
These research articles reveal how masculine ideals lead to fear of femininity, 
humiliating loss and a sense of failure to achieve masculinity. They also document 
the consequent shame and depression, which the individual must conceal, thus 
often avoiding treatment. Cultural aspects of language, gender and social minority 
status impinge upon the condition. The following discussion of subsequent theory 
on depression and masculinities will resonate with these themes. 
Section Two 
Masculinities through Wounding: Cultural Contexts and 
Critiques 
An essential argument in this thesis is that an ego loss or humiliation triggers the 
initial melancholic wound, producing depressive episodes in the terms of Freudian 
thought. As research indicates, the loss of an individual’s sense of manhood or 
masculine ideal, results in depression. Real cites Nelson Mandela’s significant 
comment on the tribal rite of circumcision: “A boy may cry; a man conceals his 
pain”. Real further concludes that in western society masculinisation is achieved 
through wounding – though not necessarily physical but psychological (Real 
2003:133). 
Theories about masculinities, such as R. W. Connell’s, can facilitate analysis of 
melancholic males. Norman Mailer’s contested view is “Nobody was born a man; 
you earned manhood” (Gilmore 1990:19). Perhaps failure at earning manhood is 
not being accepted into what Connell calls the “circle of legitimacy” of 
hegemonic masculinity (Connell 1995:79). This failure could trigger the early 
childhood wound of melancholia and subsequent depression. There is a 
contradiction between the sociality and self-isolation of the melancholic and 
Connell’s belief that the group is the bearer of masculinity (Connell 1995:107).
24
G. Forter offers a distinction between the terms of manhood and masculinity. In 
the nineteenth century manhood referred to the white man who worked for 
“economic and psychic autonomy”. But in the early twentieth century this 
“autonomous self-making” was thwarted by the “economic transformations” of 
“monopoly capitalism,” producing the white-collared salaried worker; this state 
was considered “unmanning”. Consequently the term “manhood”, as opposed to 
“boyhood”, was replaced with “masculinity”, as opposed to “femininity” (Forter 
2011:1-2). 
It is necessary to contrast masculinity in tribal cultures with that of Western 
cultures, particularly as it is represented, by theorists, from the United State of 
America. In the latter consideration is given to the loss incurred by maternal 
separation and the need for men to meet masculine ideals, as well as to the 
consequent depression induced by shame and requiring concealment. 
D. Gilmore studied the cultural construction of manhood in both western societies 
and in non-western tribal settings. He argues masculinity is a culturally 
constructed and imposed ideal “based on group needs that . . . counteracts a 
hesitant and resisting nature” (Gilmore 1990:4, 98). Gilmore argues from the post- 
Freudian perspective that, for a boy to achieve manhood, he must separate from 
his mother and perform a great deed (28). This view is echoed by: Real; R.W. 
Connell; A. Brittan; W. S. Pollack and R. F. Levant, and others. Gilmore states 
the expected roles of manhood in these cultures are father, provider and defender 
(Gilmore 1990:48). 
Initiation rites for boys vary across cultures and seem essential for conferred 
masculinity. Tribal rituals involve painful circumcision, forced nose bleeding and 
hunting, which provide metaphors for manhood in both western and non-western 
cultures. Failure is showing the slightest indication of pain, which disgraces the 
boy and his father, resulting in banishment (Gilmore 1990:13, 116). Gilmore 
asserts that masculinity is an achievement by “cultural means” (153). In Western 
culture M. S. Kimmel offers male violence as the initiating event of masculinity 
and male bonding. 
It is Real’s contemporary view that these tribal rituals to make the boy a warrior 
or hunter are romanticized in modern society; yet the reality is that they often 
leave the boy maimed or dead (Real 2003:163). Spiro states that the purpose of 
such masculine initiation rituals is also to strengthen the taboos of maternal incest 
and paternal aggression (Spiro 1985, in Pollock & Ross 1988: 459). He believes 
that brutal initiation rites permit men to express their hostility to boys, rationalised 
as helping them achieve social and emotional maturity. 
In Guyland, a study of the transition from boyhood to manhood in the United 
States of America, Kimmel documents the wounding of young men by young men 
in the quest for masculinity – a homosocial experience performed for and judged 
by other men (Kimmel 2008:47). Kimmel describes a culture of cruelty that forces 
boys to deny their emotional needs, leaving them only anger and violence (53-4). 
This culture of male superiority diminishes empathy, requiring allegiance to peers 
in a code of silence, with bystanders condoning the perpetrators (67-8). Kimmel 
establishes the inter-relationship between shame and violence, with shame as the 
cause, because violence is necessary to diminish shame (55-6). He argues that
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sexual aggression renews the male bond and confers status, suggesting that gang 
rape is an initiation rite into masculinity that involves an attack on a vulnerable 
victim of either gender. The homoerotic component of the gang rape is that it 
enables men to have sex with one another but still claim the state of 
heterosexuality (238-9). 
The separation from the mother as the traumatic melancholic wound is a theory 
reproduced by Pollack and Levant, Mooney, D. Capps, A. Brittan, Slipp, D. Elise 
and V. Manninen. Pollack (in Pollack and Levant), citing the foundations of 
Ralph Greenson (1968) and Nancy Chodorow’s child rearing practices (1989), 
argue that the pre-oedipal boy must “dis-identify with his maternal caretaker” and 
identify with the father, claiming this traumatic event can be the basis of later 
disturbances (Pollack 1998:155). Slipp supports the view, adding that the 
repressed emotions and aspects unacceptable to masculinity are projected onto 
women (Slipp 1993:48, 89). Mooney adds that fathers are often not responsive or 
ill-equipped to fill the void (Mooney, in Pollack and Levant 1998:77-8). Real 
opposes the theory, stressing the necessity of maintaining the mother’s authority 
(Real 2003:130, 143). Elise argues in line with Real that the boy does not turn 
away from the mother but is turned away by the father (Elise 2001:507-8). 
Freud’s “repudiation of femininity” is a characteristic of the “masculine protest” in 
men’s competitiveness with other men, as detailed above (Freud 1937:403). 
Capps, without referencing the father, theorises that the loss of the mother’s 
unconditional love is the melancholic wound; this love is replaced by conditional 
love requiring the boy to be of a certain type (Capps 1997:16). Brittan uses 
Chodorow’s theory to accuse her of instigating the separation, asserting: “It is she 
who reproduces the gender system” (Brittan 1989:31). Manninen supports a 
father/son ideal, claiming that the first test of masculinity is the boy’s breaking 
away from the mother to gratify the father’s repressed need for a son. A masculine
alliance is realised by “the paternal blessing” in response to the son’s “homoerotic 
surrender to his father” (Manninen 1993:39-40, 42). 
The concept of fear of the feminine is a crucial factor in men’s depression; it 
creates psychic strain. S. V. Cochran and F. E. Rabinowitz, admitting the validity 
of Chodorow’s theory, endorse that boys, through discouragement, do not benefit 
from experiences of relational empowerment resulting in vulnerability (Cochrane 
and Rabinowitz 2000:43). They believe that rigid adherence to gender-roles by 
both genders creates psychological distress (Cochran and Rabinowitz 2000:46). 
Real states that the standards of masculinity are so narrow and perfectionist that 
no 
one measures up, causing shame (Real 2003:181). S. Krugman also expresses this 
view (Krugman 1998:173). Pollack believes the traditional gender identity is a 
false self-construct, with ungrieved abandonment depression at its core (Pollack 
1998:157). However, ideas of masculinity and femininity shape men’s experience 
of depression. The men in Galasinski’s study understand depression as a feminine 
illness that situates them outside the dichotomy of gender, and this stigma is 
harmful to their masculinity (Galasinski 2008:124-5.) Shame is a powerful 
influence in men’s depression; it has, as Krugman argues, the defensive function 
to hide the wounded or inadequate self, so men conceal depression and their 
vulnerability (Krugman 1998:150, 152, 169, 185). Real, along with other 
researchers discussed above, defines covert depression as a cultural cover-up, 
leading to drug and alcohol abuse, violence, self-sabotage and grandiosity to
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compensate for the considered feminine aspects of depression and vulnerability 
(Real 2003:22). 
Connell defines masculinity and femininity as “configurations of gender practice” 
that are structured by gender relations (Connell 1995:44). He believes they are not 
determined by biology because historical process supersedes evolution (71). 
Connell identifies and defines multiple masculinities of hegemony, subordination, 
complicity and marginalization (76): Masculinities, he argues, are structured by 
social relationships, gender order and structures of power (223). These categories 
provide a paradigm for analysis. Galasinski supports this view (Galasinski 
2008:7). 
Connell argues that hegemonic masculinity is embodied in heterosexual men who 
achieve leading positions of power in society. These men are, subsequently, 
culturally exalted. Hegemonic males are the top level corporate and business 
leaders, the men in government and the military. Few men achieve this status. The 
armed forces, leading successful sporting personalities, and certain performing 
artists and movie characters are exemplars of masculinity for the general public 
(Connell 1995:77). The majority of men belong to complicit masculinity. They 
comply with the “hegemonic project” and benefit from the “patriarchal dividend” 
of being men and gaining from the overall subordination of women (79). 
Subordinated masculinity consists of those expelled from the “circle of 
legitimacy” of hegemonic heterosexual masculinity. These men are categorised as 
being homosexual or generally aligned with femininity (78). Marginalised 
masculinity consists of those prevented from participation in hegemonic and 
complicit masculinities; they consequently “lack social authority” due to criteria 
such as ethnicity, race or being a member of “protest masculinity”. Connell 
maintains masculinities are “configurations of social practice” and “not fixed 
character types”, because they change over time (80-1, 114). 
Rites of masculine initiation promote the idea that manhood can be permanently 
earned, as Norman Mailer suggests, with no likelihood of regression. Gilmore, 
however, argues for the fragility of masculinity, its uncertainty and lack of 
permanence, stating that masculinity, with its tough exterior, independence and 
aggressiveness, is an external “mask of Omni competence”, creating anxiety that 
it will fall away and reveal the “trembling baby within” (Gilmore 1990: 77). Real
also believes that masculinity involves conferred membership and can be revoked 
(Real 2003:181). 
This discussion of masculinity has analysed the effects of the wound incurred by 
maternal separation and violent initiation across cultures, and the impact of the 
gender role conflict that produces depression and shame, requiring concealment. 
Illuminating insights emerge from Real, Galasinski and Pollack. In regard to ritual 
wounding, rape and sexual abuse, Real, in accord with the Freudian repetition 
compulsion articulated in Beyond the Pleasure Principle, states that the repetition 
of these events involves normalising the participant’s own sense of woundedness 
(Real 2003:76). Referring to shame, Pollack defines suicide as “the final face- 
saving defence against the shame of failing to live up to one’s perfectionistic 
ideals” (Pollack 1998:159). Galasinski cites significant data showing that 
unmarried men are over-represented when it comes to depression and concludes
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that men not only suffer depression; they suffer from depression and its stigma 
(Galasinski 2008:10, 128). These are crucial aspects of depression in men. 
The Relevance of Freudian Theory to Contemporary Life 
The theories of Freud, as noted, are in a state of contest and controversy. Various 
voices claim Freud to be outdated, superseded and incorrect, while others defend 
him and some find relevance in adapting his theories to the needs of the current 
time (Butler). Yet others claim their validity for the future (Herman, Flatley and 
Carhart-Harris). While some critics claim that Freud is too dogmatic, his use of 
language is that of hypothesis and speculation. A reading of On Narcissism, 
Mourning and Melancholia, The Ego and the Id and Beyond the Pleasure 
Principle clearly evidence Freud’s evolving refinement of the function of the 
super-ego out of the ego’s critical agency and the ego-ideal. This is but one of 
many instances. Stephen Wilson validates Freud’ relevance for the contemporary 
world by arguing that psychoanalysis is hard to define, suggesting it is a clinical 
method for looking at the mind – perhaps an art or a science. Freudian theory has 
fundamental relevance and benefit in that it strives to make what was unconscious 
conscious (Wilson1995:33, 45). Esther Sánchez-Pardo links Freudian thought to 
modernism, because both found new voices to approach the psyche. Freud’s 
systematisation of the unconscious challenged assumptions about the psyche, 
sexuality and normalcy versus pathology; modernism extracted itself from 
mimesis, impression and naturalism, focussing upon the battleground of 
subjectivity that produced meaning as an ethical means of understanding existence 
(Sánchez-Pardo 2003:197-9). Modernism, with its interest in subjectivity and the 
belief that “truths” could be found in language that attempted to access an inner 
world of the psyche of characters (as evidenced in the “stream of consciousness” 
work of Virginia Woolf), indicates the ways in which Freudian psychology and 
its interest in the unconscious was indeed part of that movement. 
Ann McCulloch’s study of Jean-Paul Sartre’s modernist novel Nausea sees this 
text as a represention of the depressive’s deepest anguish. She defines anguish in 
Sartre’s terms of “anguish is anguish before myself” and notes the 
interchangeable insights of modernist existential views with those of modernist 
Freudian ones. She further asserts the relevance of anguish in the understanding 
that it expresses the moment of the de-centring of the subject-that the “I” exists 
when it is seen by others. Roquentin’s exploration of all the possible pathways of 
meaning lead him both psychologically and philosophically to that brink of 
despair that leads to a re-evaluation of how one might create oneself anew 
(McCulloch 2003:7, citing Sartre 1957:29). 
In her defence of Freud and psychoanalysis, Juliet Mitchell admits that even 
hostile critics acknowledge Freud’s “discovery” of the unconscious in mental life 
and infantile sexuality, with the exception of the feminist social realists. Mitchell 
defends Freud’s resolutions of the Oedipus complex, noting that it is not 
uniformly resolved. She answers hostile criticism that Freud prescribes correct 
and “normal” behaviour, by asserting that the “nub” of Freud’s work is the 
elimination of the difference between abnormality and normality, as in the case of 
homosexuality (Mitchell 2000:5, 9, 11). Mitchell defends criticisms that Freud’s 
work was “culture-bound”, which affected his theories in general and in particular 
of women. Her defence claims Freud used the terminology and concepts of his
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day, such as the term “unconscious”, “and changed it” (Mitchell’s italics) to bring 
about something new, though ongoing in its evolution, from that culture (320, 
323). Reiterating Freud’s definition of psychoanalysis as “the investigation of 
mental processes inaccessible in any other way” for the treatment of neurotic 
disorders, Mitchell challenges misunderstood views such as Germaine Greer’s 
that women went to psychoanalysts for “guidance” (431). To confront these critics 
Mitchell clarifies Freud’s aim to discover how the culture of the patriarchal 
society “came into being, how it was reborn in each individual and how each 
individual reacted to it in his (her) mental life” (350). Mitchell’s defence of Freud 
on his breakthrough topic of hysteria is in sharp contrast to that of Judith Lewis 
Herman, who argues when truth is recognised survivors of trauma can begin 
recovery (Herman 2001:1). The study of hysteria brought Freud to the idea of 
unconscious desire and infantile sexuality. Freud is accused of abandoning his 
initial trauma theory based on paternal seduction and childhood incest, shifting to 
fantasy and desire. Commenting on hysteria, Mitchell explains that: “desire was 
far more prevalent than the act” (Mitchell 2000:9). Herman praises Freud’s 
assertion that the cause was an early childhood sexual experience and is saddened 
by his renunciation. She states that his paper rivals contemporary clinical 
descriptions of child abuse. Her lament is that psychoanalysis became a study of 
internal “fantasy and desire, dissociated from the reality of experience” (Herman 
2001:113-14). Roger Luckhurst articulates a compromise on this issue, stating that 
Freud never replaced “truth with falsity”. Luckhurst argues that traumatic 
memories were subject to resistances and displacements, “intertwining of the real 
and the fantasmatic” (Luckhurst 2008:47). 
The migration of psychoanalysis from Vienna to the United Kingdom and the 
United States raised the contested topic of adaption to new environments. Octave 
Mannoni dismisses claims that the principles of psychoanalysis would be 
readapted by the change of environment with the statement that Freud never 
concerned himself with the adaptation of his patients to society. Freud wanted his 
patients to resolve their own problems. Mannoni believes Freud would have 
viewed transformations of society as repression (Mannoni 1971:183). Mitchell 
confirms this view to counter critics’ claims that psychoanalysis is similar to 
brainwashing to induce conformity and that the ‘cure’ was “ruthless adaptation” 
(Mitchell 2000:335-6). An instance of post-Freudian change is given by Dwight 
Fee who , citing Gaylin (1968), argues that depression also included a loss of self- 
esteem (Fee 2000:77). This claim, as I argue elsewhere, ignores Freud’s two stage 
trauma theory, and that both Freud and Abraham believed that subsequent losses 
trigger the initial loss. 
Many contemporary theorists cherish Freud’s legacy. They believe Freud remains 
relevant to modern research and that his contribution to an understanding of 
human relationships and the impact of resultant trauma on modern life remain 
crucial. Rand and Torok treasure Freud’s liberating enterprise in spite of 
methodological paradoxes and consider the understanding of our emotional and 
cultural heritage unimaginable without his key concepts (Rand and Torok 1997:4, 
47). Stephen Wilson praises Freud’s work that revealed human communication; he 
argues that it should not be taken at face value but is a “symbolic representation” 
containing “hidden messages”. He cites Susan Langer’s argument “that human 
behaviour is not only a food-getting strategy, but is also a language; that every 
move is a gesture” (Wilson 1997:47, from Langer 1942:51). Luckhurst,
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after critiquing others, considers Freud as central to the articulation of trauma 
theory (Luckhurst 2008:13), while Cathy Caruth also values Freud’s insights 
(Caruth 1991:7). Peter Brooks thinks that Freudian theory gives access to the way 
human desire operates (Brooks 1994:35). Certain theorists highly value Freud’s 
Mourning and Melancholia. Martin Bergmann praises Freud’s introduction of the 
relationship to the object (Bergmann 2009:14, in Fiorini et al). Vamik Volkan 
values the essay for its development of narcissism, identification and the super- 
ego (Volkan 2009:109, in Fiorini et al). Carlos Mario Aslan cites its importance 
for initially articulating a “topographic” theory of the mind, and subsequently a 
“structural” theory elaborating that the id, the ego and the super-ego are not places 
but psychic structures (Aslan 2009:163, 170, in Fiorini et el). Thomas Ogden 
praises Mourning and Melancholia for giving rise to a new form of human 
subjectivity, for its development of object relations theory and for its pivotal 
understandings on the unconscious work of both mourning and melancholia 
(Ogden 2009:123-4, in Fiorini et al). The centrality of the essay ‘Mourning and 
Melancholia’ to cultural theory is asserted by Martin Middeke and Christina Wald 
(Middeke and Wald 2011:4). R. L. Carhart-Harris et al (2008) apply Freudian 
melancholia theory to justify their claim that irrational behaviours of self-harm 
and violent self-criticism, through the process of deduction, enable an assumption 
of the existence of the unconscious and its mental processes (Carhart-Harris, 
Mayberg, Malizia and Nutt 2008:25). These theorists demonstrate that Freudian 
thought has relevance in the contemporary world. 
These theorists reveal how Freudian theory provides insight into object relations - 
formation and specifically into the ability of melancholics to form social 
relationships. Freudian theory details that the melancholic loss is a narcissistic 
injury. This pivotal feature has profound implications for the life of the 
melancholic. Ogden argues that because the melancholic has regressed to 
narcissistic identification, the melancholic can only engage in narcissistic forms of 
object relatedness (Ogden 2009:134-4, in Fiorini et al). Mannoni, agreeing with 
Ogden, stresses that the melancholic’s love for the lost love object is narcissistic 
in nature (Mannoni 1971:143). The narcissistic identification with the lost object 
distinguishes the melancholic from a mourner and would have profound effects 
upon the melancholic’s social interactions. Of relevance to object relations 
theories is Slipp’s argument, which states that object relations theories, in spite of 
being embraced by feminists such as Chodorow, do not provide “an adequate 
explanation for gender differentiation” (Slipp 1993:197). His view on the lost 
object is contrary to this thesis – he cites the mother as the lost object, whereas 
this thesis argues it is the father. This thesis argues that the narcissistic 
identification and injury impinge crucially upon the melancholic’s reasoning and 
behaviour, producing irrational acts such as self-isolation. 
There are two essential comments, one by Luckhurst and the other by P. 
Vermeulen, that indicate the relevance of Freud to modern scholarship that 
considers melancholic artistic representations in narratives and the discourse of 
trauma. Luckhurst concludes that the entire twentieth century has been one of 
“historical trauma”, a context in which extremity and survival are markers of 
identity, producing a contemporary trauma culture (Luckhurst 2008:2). 
Vermeulen asserts that discourse on melancholia must consider depression and 
trauma. For Vermeulan, depression refers to a condition in popular culture, while 
melancholia belongs to the domains of art and cultural theory (a distinction that is
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not upheld in this thesis). Agreeing with Luckhurst and citing Radden (2000), 
Vermeulen agrees that “experiences of woundedness, survival and loss” form 
subjectivity and identity (Vermeulen 2011:254, in Middeke and Wald). Radden, 
acknowledging Freud’s importance, similarly believes that loss underpins 
descriptions of melancholic and depressive subjectivity (Radden 2009:17). 
Modern trauma and cultural theories emerge from Freudian theory. Caruth’s 
influential understandings of trauma rest on Freudian thought. She is interested in 
the impact of natural tragedies, war experience, rape and child abuse. Caruth 
regards trauma as an experience that is not fully assimilated at the time of 
occurence; the experience of the trauma is delayed as the victim has, as a survival 
mechanism, numbed himself/herself at the time of the event (Caruth 1991:1). She 
provides a schema of the event, from its repression to its return, thus allowing for 
the latency of a period of forgetting. Caruth bases this structure on Freud’s Moses 
and Monotheism (1938) (Caruth 1991:6). Because of the latency she poses trauma 
as a challenge for psychoanalysis, literature, history and politics. Luckhurst 
develops the latency concept further, offering Freud’s “two-stage” theory of 
trauma based on Three Essays of Sexuality, in which Freud elaborates that early 
traumas in childhood are forgotten in latency only to re-emerge in adulthood, 
requiring the sexual secret to be uncovered. This, Luckhurst asserts, is central to 
culture theory (Luckhurst 2008:9). He continues Freud’s development of the 
trauma theory, linking it to the child’s game of “forte/da” or repetition 
compulsion, in which the psyche returns to scenes of unpleasure by restaging the 
traumatic moment to find ways to master the trauma retroactively, as detailed in 
Beyond the Pleasure Principle (Freud 1920, 1995:609). Another insight of this 
two stage theory is Freud’s revised conclusion on anxiety in Anxiety and 
Instinctual Life (1926), which has the “two-fold” origin of anxiety: “a direct 
consequence of the traumatic moment”; and “a signal threatening a repetition of 
such a moment” (Freud 1926, 1995:783). In light of the two-stage trauma theory 
and repetitive compulsion, Anne Enderwitz includes an insight on the spatial 
rather than linear quality of time in Freud’s theory of melancholia and 
subjectivity. She argues that the past does not simply create the present; it inhabits 
and haunts it daily—it is never completed or overcome because the lost-objects 
shape the present and the future by influencing future object choices (Enderwitz 
2011:175-6, in Middeke and Wald). 
R. Luckhurst provides to some degree a resolution to the paradox over the latency 
period in the cultural form of trauma narratives. Narratives, Luckhurst argues, 
explore disruption and possibility of release. These narratives that temporalise and 
communicate the disruption are paradigms for the enigmas of identity, memory 
and selfhood (Luckhurst 2008:80). This view agrees with Radden’s. Luckhurst 
describes the paradox that the shock of disruption is anti- narrative yet it generates 
retrospective narratives to “explicate” (Luckhurst 
2008:79). Elaborating further on Luckhurst’ theories, Vermeulen, focusing on the 
politics of melancholia for the contemporary novel, claims that the realist novel 
normalises ways of dealing with loss (Vermeulen 2011:259, in Middeke and 
Wald). In response to injury by authoritative power, Hilde Lindemann Nelson 
argues that “identities are narratively constituted and narratively damaged, they 
can be narratively repaired”. She then offers the “counterstory” which can repair 
damage inflicted on identities by abusive power systems (Nelson 2001: xii, xiii). 
The need for a political movement to support the consciousness of the victim’s
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trauma and to counteract social processes that silence and deny is argued for by 
Judith Lewis Herman (Herman 1997:9). Luckhurst endorses these views, stating 
that cultural forms provide ways to articulate the paradox of trauma (Luckhurst 
2008:83). These trauma theories have relevance to the experiences of depressive 
men; Oliffe (2012) indicates, for example, that social support has an effective role 
in care and suicide risk reduction (Oliffe et al 2012:506). The two-stage structure 
articulated by Caruth and R. Luckhurst, and the retrospective narrative, 
demonstrate the victim’s (or character’s) will for healing and social adjustment, 
which may have a positive impact on readers who have lived the narrative. The 
two-stage trauma theory corresponds to Freudian melancholia theory, which has 
the initial injury, is unconscious and is triggered by subsequent life losses. 
Modernisms and Forms of Melancholia 
Freudianism is a theory that has undergone re-inventions and has been interpreted 
from a range of disciplines and perspectives. Various theorists have adapted and 
transformed initial understandings, from focusing on the individual to society, 
from a loss of an object to the loss of an abstract idea or the passing of a way of 
life. 
Middeke and Wald implement Freud’s melancholia theory for cultural and literary 
analysis. They assert that the discourses of melancholia across the millennia are 
based on a sense of loss. Their use of the Freudian concept of loss is multi focused 
in that it deals with the loss of time and the future due to death and the loss of an 
object which is central to cultural and literary theory (Middeke and Wald 2011:4). 
They believe that the aesthetic reflection in literature of the correlation of the 
melancholic mind and the human experiences of time can provide “fundamental 
anthropological insights” into human existence (Middeke and Wald 2011:4). 
Significantly Giorgio Agamben and Slavoj Žižek change the Freudian concept of 
the lost object. For Agamben it is the case of an unattainable object appearing as if 
lost (Agamben 1993:20). Žižek develops the idea of the unattainable object in a 
different way, arguing that the melancholic is not fixated on the lost object and 
unable to mourn; it is rather that the melancholic possesses the object but has lost 
his desire for it, because the cause of his desire has been withdrawn and the 
melancholic is disappointed in the object (Žižek 2000:662). This view, however, 
does not account for the ambivalence or the harsh self-inflicted psychic violence 
or the narcissism that are integral to Freud’s Mourning and Melancholia. 
Contemporary theorists such as David Eng, Jonathan Flatley and Greg Forter, all 
of whom analyse aesthetic melancholia in literature, base their work upon Freud’s 
theory and Judith Butler’s subjectivity theory. 
Flatley breaks from the notion of Freudian melancholic theory as a method of 
treatment for individuals. He admits using Freud as a baseline paradigm for a 
modernist theory of melancholia, which he sees as a response that the text evokes 
from readers and that encodes resistances (Flatley 2008:2, 43, 179, 197). Not 
considering the concept of the Freudian lost love-object, Flatley analyses novels 
that he believes are aesthetic responses to losses generated by modernity’s impact 
– historical processes such as the loss of the past, industrialisation, warfare, 
culture, gender and sexuality. He calls his practice “to melancholize”, citing 
Robert Burton, noting that by reflecting, knowledge can be produced and shared
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(Flatley 2008:2). He further argues that aesthetic practices originate in 
melancholic loss, and transforms mood and depression into a more vital 
connection to the world (19, 33). This is a move away from the image of the self- 
isolating melancholic longing for a father/friend and is founded on Andrei 
Platonov’s novel Chevengur, in which melancholy/sadness, when shared with a 
friend, provides relief for both individuals (Platonov 1978: 249). Consequently 
Flatley defines friendship as “an antidepressive melancholic praxis”, arguing that 
an author presents an affective experience to which the reader has an affective 
experience recalling previous experiences. This process for Flatley is an example 
of an affective map: a “representation to oneself of one’s own historically 
conditioned and changing life” (Flatley 2008:178). Flatley links the impact of 
modernisation to modernism - the space in which modernity is contested through 
the awareness of the gap between the promise and the progress of modernity (32). 
This modernity has an emotional impact on the individual – an experience, Flatley 
asserts, that affects judgement (12). To clarify how social change wounds the 
individual, citing Sartre, Flatley explains that emotions arise in relation to 
thwarted will and that they initiate entry into the imaginary world (18, 19). In this 
way Flatley demonstrates his transformation of Freudian theory. His idea of 
“melancholising” is about how sharing the aesthetic experience of a socially and 
historically thwarting loss in a text impacts on the reader emotionally, and how 
this sharing of melancholia offers relief. 
David Eng states that marginal identities are defined through collective memory 
of historical loss. He analyses psychic production predicated on injury (Eng 
2000:1276). Eng contrasts dominant heterosexuality, in which melancholia 
normalises gender and acceptable attachments, with the minority subjectivities of 
women, people of colour and those of same-sex orientation. These minorities have 
attachments to devalued objects, expressed in a desire to preserve a lost-object
that dominant society refuses to support or recognise (1278). 
In comparison Forter argues that aesthetic or literary melancholia, using the 
language of Freud’s Mourning and Melancholia, defends against actual 
melancholia. This, he explicates, is a modernist strategy for grieving a socially 
induced loss, which involves celebrating melancholia as a resistance to what 
dominant culture wants forgotten (Forter 2011:6, 10). Forter does not analyse 
literature simply as collective memorials of loss of place, desire or ideal. He 
includes instead the often ignored Freudian concepts of ambivalent love and inner 
aggression towards the self which, in the modernist novels by Ernest Hemingway, 
F. Scott Fitzgerald and William Faulkner that he analyses, is displaced onto 
society’s most vulnerable: women, “effeminate men” and racial minorities (6, 10). 
In contemporary scholarship, analyses of lost and memorialised pasts typically 
allude to Freudian beliefs about empowerment. This idea is clearly expressed by 
Leigh Anne Duck, whose analysis of feminist African American literature and the 
impact of racist societies argues that psychoanalysis is a resource for 
understanding how people can fortify themselves for further struggle against 
racial oppression – it enables individuals to work through painful internal 
experiences to transform the psyche (Duck 2008:441-2). In a similar vein Éva 
Tettenborn, analysing African American literature, claims Freud’s melancholia 
theory as a source of empowerment for melancholics/outsiders against the 
“etchings of history”, to ensure memory remains outside of dominant culture
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(Tettenborn 20006:102, 106). Writing on Yiddish literature, Luisa Banki 
remembers the lost past, yet she attributes the melancholic injury evidenced by the 
heroine’s speechless passivity to “speech, structured by symbolisation” (Banki 
2010:97). These theorists rightly focus on political empowerment but the difficult 
Freudian concepts of the melancholic’s ambivalence and her/his compulsion to 
attack the self in various ways are not articulated in their articles. 
This review of contemporary theorists, through their interpretative readings and 
differing emphasis, demonstrates the crucial importance of Freud’s work to 
literary and cultural criticism for the purpose of political empowerment through 
transformative processes within the psyche. 
Subject Formation 
Freudian texts continue to be incorporated into contemporary scholarship. Freud’s 
legacy, as mentioned, is validated by Ogden’s comments, which suggest that 
Freud did not just leave a set of ideas but a new way of thinking about human 
experience that gave rise to a new form of human subjectivity (Ogden in Fiorini 
2009:123). A notable example is Judith Butler’s theories of subjectivity. Her work 
interacts with that of Eng, H. Nelson, T. Clewell and D. Elise through the 
common theme of power as the origin of a loss that forms the subject through 
language and the individual’s perception. 
Butler, Flatley, and Forter shift Freudian theory from the realm of the individual 
psyche to that of the social. This transformation is significant, for as M. Bergmann 
reminds us, Freud’s work on mourning and melancholia is a personal 
phenomenon (Bergmann in L. Fiorini 2009:8). Butler’s (1997) hypothesis of 
subject formation is based on the unmourned trauma of a loss, thus producing 
melancholia. Her readings of Freud’s Mourning and Melancholia (1917) and The 
Ego and the Id (1923) are the foundations of her theory on symmetrical subject 
formation, gender identity and sexual orientation due to melancholic 
identification. In Mourning and Melancholia Freud addresses the condition of the 
melancholic individual’s inability to mourn a lost object that is introjected into the 
ego. However, in The Ego and the Id (1923, 1995:644) Freud argues that the ego 
forms its super-ego out of the id, within which there are “harboured residues...of 
countless egos” that are capable of resurrection. Butler uses this idea as the 
foundation of her hypothesis that melancholia encompasses the social, the group 
and the idea. Gender and sexual orientation, Butler suggests, are acquired through 
prohibitions and repudiation of desire for the same sex parent, with that desire 
being directed onto objects of the opposite sex. This process demands a loss of 
sexual attachment, producing heterosexuality through abandonment of a 
homosexual attachment and causing an ungrieved and ungrievable loss (Butler 
1997:135, 137). Butler asserts that the prohibition on homosexual objects causes 
loss not simply of the same sex parent but of any person of the same gender. This 
loss requires mourning for “unlived possibilities”. It is melancholic because the 
loss cannot be grieved, named or mourned in discourse; consequently it is 
internalised (139). The melancholia is established because the homosexual desire 
is turned back upon itself due to the prohibition. Homosexuality is preserved not 
abolished in the prohibition (142). Consequently Butler concludes that the 
masculine and the feminine in culture and sexual orientation emerge as traces of 
an ungrieved and ungrievable loss (140). She asserts that heterosexuality is not
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established through the prohibition on incest and through the resolution of the 
Oedipus complex, which is the traditional Freudian understanding. She claims 
heterosexuality is established through a prohibition against homosexuality 
because the Oedipal presumes that heterosexual desire is accomplished and that 
the homosexual desire is crushed (135). 
The themes of power and loss are the foundation of Butler’s theory of 
subjectivity. She explains that power is not only what we oppose but also what we 
depend upon. Butler’s view is that we depend on a passionate attachment for 
survival while power imposes itself on us; consequently we are weakened by 
power’s force and we internalise its terms (2, 8). So the subject is responsible for 
his/her own subordination (26). She explains that subject formation is initiated by 
the act of turning back on the self (218). Butler comments that it is the subject’s 
“self-thwarting” that accomplishes his/her subjection (224). Butler warns that the 
subject’s assumption of power does not “mechanically” reproduce it. While power 
“acts on” subjects, paradoxically it also enacts subjects - they wield power (13, 
21). Butler, quoting both Louis Althusser and Lacan, asserts this is achieved 
through the medium of language (25). Her view on the internalisation of power 
resonates with Freud’s view in Future of an Illusion (documented above). 
Interestingly, in discussing language, Butler does not cite Freud’s comment from 
On Narcissism: An Introduction that “the critical influence of the parents 
(conveyed to him by the medium of the voice)” prompts the subject to form an 
ego-ideal/super-ego (1913, 1995:559). This unobtrusive remark, “conveyed to 
him by the medium of the voice”, documents Freud’s attribution of the role of 
language to the formation of the individual through the individual’s perception. 
The role of perception is stressed by Slipp when he comments that Freud, though 
influenced by his culture and ideas of hereditary, “did listen to his patients talk” 
about experiences and trauma. Freud did not attribute experiences to the 
environment but to “how the individual perceived and reacted to their 
experiences”. Slipp concludes Freud’s emphasis was not on the external 
conditions but on a perception of an internal process (Slipp 1993:190). 
Butler’s understanding of the role of power, in the formation of identity, is 
employed by Nelson in her work on the healing functions of counter narratives, 
and by Eng in his political interpretation of the melancholia of minorities, where 
the term the “lost-object” refers to not just a person but to a place or an ideal (Eng 
2000:1276). Both theorists present a dual function to their concept of melancholia. 
Nelson argues personal identity is “a complicated interaction of one’s own sense 
of self and others’ understanding of who one is”. These understandings, she 
argues, empower or restrict the individual’s power to act morally (Nelson 2001: 
xi). Eng presents a duality of function when he claims that melancholia functions 
“to regulate, to normalize . . . prevailing gender norms and acceptable 
attachments”, while at the same time melancholia “delimits a sphere of 
unacceptable objects” (Eng 2000: 1278). Eng concludes melancholia today can 
define thinking about subjectivities (1275). 
While basing her theory of identity or subject formation on power, Elise differs 
significantly from Butler. Elise proposes that male fear of psychic penetration is a 
perceived threat to the core identity essential to masculinity. She further argues 
that it is penetrability of the mind that influences the sense of self, gender and
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sexuality and relational dynamics (Elise 2001:500-1). She sees being a “man” as 
based upon the ability to penetrate and not be penetrated. The capacity to be 
penetrated signals a loss of manhood and threatens the core of gender identity 
(Elise 2001:508). Her theory privileges the masculine and the phallic, with the 
father as the penetrator of the mother/infant dyad, and the one who turns the boy 
away from the mother – a loss which the boy does not need to grieve due to the 
privileging of the penis and his identification with the father who shall never be 
penetrated (Elise 2001:507-8). Ironically the loss of the mother in Elise’s view is 
not ungrievable, as it is in other theories that attribute melancholia’s cause to the 
early loss of the mother. Theorists who rely on the loss of the mother as a cause of 
depression are discussed in the Masculinity Section. 
Some comments from The Ego and the Id are relevant to subject formation, in 
addition to Butler’s interpretation. Freud, adding to his understanding of 
melancholia in his 1917 essay, draws attention to an aspect that he had not fully 
appreciated at the time: that the object-cathexis has been replaced by 
identification with the former object (the father). He states this substitution has a 
determining effect on the ego and is an essential contribution to forming 
“character”. He further asserts the ego contains the history of abandoned object- 
choices (Freud 1923, 1995:638). 
The replacement of the lost-object with identification is a point taken up by 
Tammy Clewell in her revision of the process of mourning and as a condition of 
the formation of the self. She too uses The Ego and the Id to revise the 
understandings detailed in Mourning and Melancholia. She argues that this 
identification of the lost other constitutes the self, causing the psyche to be 
internally divided as ego, id and super-ego. She further argues that this insight 
revises our understanding of working through the process of mourning (Clewell 
2002:61). 
Freud’s Analysis Terminable and Interminable (1937) identifies “some factor 
common to both sexes” that is forced into different forms of expression, namely a 
masculine attitude in women, and fear of passivity or feminine attitude in men, 
particularly in the presence of other men. Both these expressions are repressed 
with varying degrees of success. These repressions, while different to those 
described by Butler, have relevance for theories on the separation of boys from 
the mother and the prohibition of all things feminine that are core to male identity, 
as articulated in the work of Elise and many others. S. Slipp, critiquing feminist 
object-relations theorists such as Nancy Chodorow, states that these theories do 
not account adequately for gender differentiation, other than that differentiation 
by boys from their mother is essential for male identity, while identification with 
the mother is necessary for girls (Slipp 1993:197). 
The application of these Freudian theories demonstrates their relevance to 
theorising on aspects of modern life. While Butler, Eng, Nelson, Clewell and Elise 
express disparate views, each employs the effects of trauma/loss inflicted through 
expression of power to form, via the psyche’s internal perception and processes, 
the subject’s identity, gender and sexuality.
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Freudian Theory and its Relevance to Literary Criticism 
The centrality of the Oedipus complex to Freudian theory is sufficient to 
demonstrate Freud’s interest in literature and art. Freud’s interest in and writing 
on literary texts impressed Jack J. Spector, who commented that at times Freud 
wrote “with exquisite sensitivity and penetration” (Spector 1972:33). It is 
necessary to establish whether Freudian theory has any insightful relevance in 
answering questions as to why people write and what kind of meaning readers 
acquire when they read texts. 
To consider whether literature should be the subject of psychoanalysis, Nicholas 
Rand and Maria Torok, who value Freud’s heritage, argue that psychoanalysis 
cannot simply apply its “tenets” to literature; rather it must adapt and be flexible 
to retain its reason for being. They conclude that Freudian theory is an appropriate 
resource for literary inquiry because it comprehends the unique imaginative 
richness of people and dispels all forms of censorship. They value and promote 
the relationship between psychoanalysis and literature, arguing that people and 
literary texts offer “myriad” paths for understanding (Rand and Torok, 1997:94, 
107). Yet Rand and Torok raise questions as to Freud’s intention in his analysis of 
art and literature. They cite an example of Freud interpreting a dream with his 
“own key” of sex, while disregarding the personal context of the dreamer. They 
question whether Freud is seeking to uncover the dreamer’s personal psyche or 
whether Freud is establishing a universal historical cultural and linguistic heritage 
(18-9). 
J. Spector criticises Freud’s writings on Dostoevsky’s novels, claiming that Freud 
projected his own feelings on to his interpretation of Dostoevsky’s The Brothers 
Karamazov, showing more interest in Dostoevsky’s latent homosexuality rather 
than in critiquing the novel itself (Spector 1972:74). Quoting the work of H. 
Slochower (1959), Spector critiques Freud’s patriarchal views by privileging the 
function of matriarchy, claiming that Freud failed to recognise the dominating 
incestuous figure of Ivan’s and Alyosha’s mother and of Katya, her presumed 
double, in The Brothers Karamazov, due to his view of his wife’s character 
(Spector 1972:73). 
Freud’s act of systematized projection while engaged in literary analysis and 
interpretation would seem to be a cue for caution. Rand and Torok, from within 
the context of analysis, warn against using “permanent symbolic keys”, a 
preconceived universal symbolism, to decipher the unique meaning of a dream – a 
warning that can be applied to literature. While symbolism and dreams might be 
seen as a means to access “man’s archaic heritage”, Rand and Torok believe 
psychoanalysis needs to adapt to include “each person’s distinctive signification 
“or “free associations” (Rand and Torok 1997:18, 21). This focus on the 
individual’s life, dreams and experiences, or perhaps their perceptions, would be 
more appropriate, resonating with the earlier work of Torok with Nicolas 
Abraham, in which they comment that Freud’s Wolfman “bewitched” and “never 
stopped haunting him [Freud], drawing from him theory upon theory” (Abraham 
and Torok 1984:4). Daniel Rancour-LaFerriere, using the language of 
psychoanalysis, similarly argues that books trigger psychological processes in the 
conscious and unconscious mind. He cites Heinz Kohut, who comments that both
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literary narratives and analysis’ free associations contain “intricate mixtures of 
revelation and concealment” (Rancour-LaFerriere 1989:3, 5). 
Much of the research into the urge to write is about reading the relationship 
between literature and psychoanalysis in order to uncover the repressed or hidden. 
In “The ‘Uncanny’” (1919), Freud explores the effects that the narrative figure of 
the “double” and the “uncanny” have upon readers. For H. Cixous, however, 
Freud intruded into the source text to guide, justify and teach his readers (Cixous 
in Vine 2005: 87-8). Freud’s reading of Hoffman’s story simply validate his 
theories of irrational behaviours, the unconscious, the split ego and the pleasure 
principle. However, I suggest that “The ‘Uncanny’” can have an auxiliary 
function by providing insights into the motives human beings have to write. Freud 
argues that the double is produced by infantile narcissism as preservation against 
extinction. Then, after narcissism is surmounted, the double acquires the new 
meaning of the uncanny, which Freud defines as something which ought to have 
remain hidden but has come to light (Freud 1919, 1990:364-5), that is, as 
something which has been repressed and lies buried in the unconsciousness. Freud 
attributes this transformation to the split in the ego of the super-ego that observes 
and criticises. Freud strengthens this attribution for the split ego with a footnote 
demonstrating that E. T. A. Hoffmann was not only a master of the uncanny in 
narratives but understood the severely critical function of the super-ego, citing the 
prohibiting metaphor of the “damned toll-collector – exercise man” (355). Freud 
believes that the double also incorporates all the possible unfulfilled futures and 
strivings of the ego to which the human ego clings (357-8). Further motives for 
writing are apparent in Freud’s assertions that the uncanny is based on early 
childhood fear (castration); that in the uncanny it is possible to recognise the 
dominance in the unconscious mind of a compulsion to repeat, and that this 
compulsion is perceived as uncanny and overrules the pleasure principle (355,
357, 360). The urge to write can contain these aspects: the need to expose, repeat 
and explain hidden fears that are, in Freud’s words, revived by some impression 
(372). 
It would seem problematic to suggest that themes of the uncanny or the double 
form the content of or structure all fictional texts. It is of interest that Freud 
reminds his readers that the uncanny in literature offers more opportunities than in 
real life due to the fact that the content of literature is not subjected to reality 
testing (Freud 1919, 1990:372-3). Freud emphasises the role of the writer’s power 
in affecting the reader’s mood by manipulating emotions (375). In Creative 
Writers and Day-Dreaming (1907), Freud connects children’s play and the 
daydreams of adults, considering those of neurotic and psychotic patients as well 
as the healthy. He contrasts these with various forms of the novel – the heroic and 
the psychological. Freud formulates his conclusion that the creative writer 
experiences a strong experience in the present that evokes an earlier experience 
from childhood, producing a wish that finds fulfilment in the creative work (Freud 
1907, 1990:442). This scheme of the repressed event in the past evoked by the 
present is in accord with Freud’s writing on the uncanny and with his theory that 
daydreams are wish fulfilments. Significantly Freud’s juxtaposition of theories of 
daydreams with wish fulfilment and hidden and present layers in the uncanny 
supports his theory of the process creative writers experience to produce fiction. 
He further cements his hypothesis with his comment that the human being never 
gives up a pleasure she/he has experienced; renunciations are just substitutes –
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one thing is exchanged for another (438). This reinforces the idea that what is 
repressed in the child can be triggered in the adult and that the fiction that 
emerges is a wish for resolution. It would seem that Freud’s theory of the uncanny 
and of the process that writers implement does form the foundation of a fictional 
text. 
A contemporary commentary on “The ‘Uncanny’” by Sarah Kofman reinforces 
Freud’s theories. She argues that Hoffmann derived his characters from 
impressions he had received before the age of two – a fact Freud knew. She also 
asserts that Hoffmann believed that the character’s “madness” was subject to the 
same process as literary creation: both are subject to an “inner compulsion 
attributed to an external force” (Kofman in Vine 2005:73). 
There appears to be three dimensions to the act of reading a text. There is the 
seeking of comfort and strength. As Freud in Beyond the Pleasure Principle 
(1920) states: “we are strengthened in our thoughts by the writing of our poets” 
(Freud 1920, 1995:616). Secondly, Peter Brooks argues that the reading of books 
is about “the drive to know” (Brooks 1994:129-30). Finally there is the 
construction of the meaning of the text. 
Freudian theory presents contemporary society with the problem that in the 
process of reading there is something the reader needs to know beyond the 
superficialities of the plot and the beauty of the structure and language. Abraham 
and Torok also argue that there is something to know. They refer to the need of 
the patient in psychoanalysis to be acknowledged by him/herself before the world. 
They refer to the “part Divine”, a patient’s “poems” and “riddles”, which an 
analyst should recognise but often fails to, such that they return as haunting 
“phantoms” for the analyst. These “poems” and “riddles” refer to the hidden 
“idyll” experience of the patient’s infancy, which has become unspeakable for an 
unknown reason. This, they suggest, is the haunting phantom for the analyst. This 
experience in the patient is the buried speech of the parents “with secrets”. 
Abraham and Torok argue that the unknown phantom from the patient’s 
unconscious leads to phobias, madness and obsessions (Abraham and Torok 
1984:4, note 1, p. 17). Thus the buried speech of the parents to the child must be 
revealed. The need for acknowledgement is taken up by S. Vine in his comment 
that psychoanalysis is about story telling, citing Carolyn Ellmann that the need is 
to bring the patient from suffering to discourse (Vine 2005:5, 6). 
To answer the question whether psychoanalysis can interpret a work of art or only 
illuminate the author’s psyche is addressed by J. R. Maze in an analysis of 
Dostoevsky’s work. He argues that the two are not completely separate. The 
imaginative work or its manifest content and the latent content from the psyche
are not determined by an external cause. Maze allegorises the process of analysing 
as similar to a translation from a partly known language to a familiar one (Maze 
1981:158). Maze asserts that the literary work contains elements of the author’s 
own life (178). Spector, critiquing Freud’s theories, asserts that Freud’s aesthetics 
were concerned with the “unconscious of buried wish and feeling” (Spector 
1972:184). Flatley (2008:185) forms his view on this topic by quoting Platonov’s 
novel Chevengur, in which a character says that there are no boring books, only 
boring readers. The reader must seek the meaning attentively: it is “the reader’s 
searching melancholy” which works and not “the author’s skill” (Platonov
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1978:101. Flattley considered a reader’s response to be central; she argues that 
the novel Chevengur evokes sympathetic and imitative emotions (Flatley 
2008:190). Maze, Spector and Flately provide evidence that the reader is pivotal 
in determining what the reading process reveals. 
The purpose of the reader is shown to be essential in arriving at an understanding 
of a text. The text, similar to a patient in psychoanalysis, is the one with the story 
to tell. When approaching the act of reading with an understanding of 
psychoanalysis, Kylie Valentine offers a warning based upon “The ‘Uncanny’”, in 
which she argues that Freud established a unique relationship between reader and 
text because literature enables the creation of an environment that can be uncanny 
or not. In warning against reading and analysing characters as patients in analysis, 
she argues that the acceptance of psychoanalysis requires acceptance of the 
unconscious and psychic processes that are imperceptible to the conscious mind 
(Valentine 2003:40, 41). Freud as a reader admits his interest is in the content, not 
on the literary art. In “The ‘Uncanny’” Freud defines his aesthetics as not 
concerned with beauty but the quality of feelings (Freud 1919, 1990:339). He 
states that his purpose is to trace the uncanny effect to infantile psychology (Freud
1919, 1990:360). Similarly, in The Moses of Michelangelo, Freud confesses his 
interest in the “subject-matter” of art rather than the technical qualities, which 
interests the artist (Freud 1914, 1995:523). 
I have argued that just as there is something hidden in the individual, the gaps in 
parental speech, so there is also a hidden aspect to the text, containing traces of 
the author in both the imaginary or creative material and in the material from the 
psyche. Rand and Torok “privilege” the text and link it to the person, identifying 
the “gap” in parental speech. They argue that literature is a resource for 
psychoanalytic inquiry to understand the uniqueness of the individual and that 
literature provides myriad ways to understand (Rand and Torok 1997:94). 
Originally, as O. Mannoni relates, Freud analysed literature in the same way as he 
analysed a dream or a slip of the tongue (Mannoni 1971:105), without aesthetic 
appreciation. Mannoni thus warns that Freudian theory is a theory of literary 
interpretations that requires “decipherment” (Mannoni 1971:144). To answer the 
question of how both literature and psychoanalysis should be read, Shoshana 
Felman and Peter Brooks offer insights. Felman highlights the irony that exists in 
psychoanalysis and literature, claiming there are no natural boundaries between 
them (Felman 1982:6, 9). She calls for a dialogue between both bodies of 
knowledge and dismisses the notion that the interpreter applies a preconceived 
knowledge to the text (Felman 1982:9). She defines the interpreter’s function as 
“to generate implications between literature and psychoanalysis—to explore, 
bring to light and articulate” the indirect ways the two domains are informed, 
affected and displaced by the other (Felman 1982:9, her italics). 
Brooks has developed a model of psychoanalytical literary criticism that gives 
access to the ways human desire operates (Brooks 1994:p. 35). He agrees with 
Felman that the psychoanalysis of authors and characters is now discredited (21). 
Basing his argument on Freud’s “drive to know”, “epistemophilia”, Brooks asserts 
that psychoanalysis is not a metalanguage to study literature but an “intertext” 
distinct from intertextuality between texts (25, 43-4). Brooks uses the term 
intertext to describe how psychoanalytical theory can be applied to the text, 
mapping how the mind reformulates the real to construct necessary fictions by
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which we dream, desire, interpret and constitute the self as a subject in existence 
(43). Because psychoanalytical theory facilitates exploration of the deepest levels 
of meaning, it does not simply explain or justify; rather, it constitutes a dialogue 
between psychoanalysis and literature (23-4). Brooks focuses on the role of the 
reader, the “psychological everyman”, and how the reader constructs textual 
meaning; consequently psychoanalysis has a role in the study of the reader (21, 
22). Brooks’ theory resonates with that of Abraham and Torok, who argue that the 
text, the hidden material in the patient, draws the analyst back to theorise. Brooks 
argues that an encounter between psychoanalysis and literature establishes a 
dialogue that produces no final last word (23). This view, as he acknowledges, is 
similar to that of others, including Felman. He sees the psychoanalytical discourse 
of Lacan as de-authorised yet he urges this encounter, claiming that the structures 
of literature are “in some sense” the structure of the mind—the mental apparatus 
that designates the organisation of the psyche (24). He further elaborates that 
aesthetic structures and forms coincide with psychic structures and operations. 
These, he implies, are determined by the sexuality of the self, as a sexual being 
determined by fantasies that determine identity. He understands sexuality as the 
possible foundation of intellectual activity – the drive to know. He claims the 
drive to know includes narrative plots (25). For Brooks, psychoanalytical criticism 
goes to the place where literature and life converge; that is, it is 
“anthropologically important”, tteaching about human fiction making (26). Julia 
Kristeva argues along similar lines in her analysis of narration in obsessive 
patients, stressing that patients know the importance of narration. She asserts that 
narrative structure, if not innate, is activated “with the early drive interactions of 
the new-born” (Kristeva 2000:772-3). She further adds that the unity of the 
unconscious is the co-presence of sexuality/thought, which strengthens Brooks’ 
view (Kristeva 2000:775). 
Mikhail Bakhtin, an eminent theorist on the topic of dialogue and the 
indeterminacy of meaning, postulates theories relevant to the reading and 
construction of meaning in texts. His theories illuminate those arguing for a 
dialogue between literature and psychoanalysis. He states that in every utterance 
the forces of unification and disunification intersect (Bakhtin 1981:272). This, he 
explains, is because a novel contains a diversity of social speech types and a 
diversity of individual voices artistically organised (262). Text he assures us is 
created by the author and the reader; each renews the text (253). In defining 
Bakhtin’s terms, his editor Michael Holquist states that dialogism is the constant 
interaction between meanings, thus de-privileging language by offering 
competing definitions for the same things (426-7). In the case of the novel, the 
ideological impulses of the utterance, rather than a meaning it may have as a 
linguistic expression, is the essential concern (429). For Steve Vine, literature and 
psychoanalysis are implicated, just as Freud and his patients are implicated in 
transference. In other words, the reader and the text are in a dialogic encounter in 
which neither has priority (Vine 2005:10). 
Dialogue is the central theme in this discussion of the interconnection between 
psychoanalysis and literature. While Rand and Torok claim the reader is 
repeatedly drawn to the text to uncover the secrets and, considering as well 
Rancour-LaFerriere’s comments of the triggering of psychological processes in 
the conscious and unconscious mind, it is problematic that secrets are also drawn 
from the reader’s conscious and unconscious mind within this dialogue. What is
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drawn from the reader not only informs the reader’s interpretation of the text but 
also informs the reader about the terrains relating to the conscious and possibly 
the unconscious mind.
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Part II 
Essential Dialogues and the
Polyphonic Novel in Dostoevsky’s 
The Brothers Karamazov
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Section One 
Dualities in Fiction and Life 
The Brothers Karamazov represents the original wound of melancholia as suffered 
in infancy. This internal injury is an actual slight, insult or disappointment 
inflicted in early childhood by a loved object that gives rise to narcissism and 
ambivalence, generating irrational behaviours of severe self-criticism that 
deteriorate to serious self-harm and possibly suicide. This belief is based on 
Freud’s 1917 essay Mourning and Melancholia and the associated theories that 
have been documented and are referred to in this thesis as the Freudian metaphor. 
The Brothers Karamazov dramatises the relationships between the cruel and 
licentious landowner Fyodor Karamazo, his three legitimate sons Dmitri, Ivan and 
Alyosha, and his illegitimate son and servant Smerdyakov. The events of the 
novel lead to Fyodor’s murder and then to Dmitri’s trial. Fyodor Karamazov is 
depicted as having had difficult relationships with all of his sons. As the story 
unfolds, it transpires that although the debauched and troubled Dmitri is found 
guilty of killing his father – and in many ways judges himself to be guilty, from 
the weight of other sins and his earlier failed attempts to attack his father – it was, 
in fact, the rational Ivan who was the indirect cause of the crime, and the easily 
led, base Smerdyakov who commited the crime. 
The relationships between the men at the heart of the novel are the focus of this 
analysis in that they represent in narrative form exemplars of melancholia in men. 
The Brothers Karamazov dramatises melancholic symptoms in the characters’ 
irrational behaviours. This chapter will have as its primary focus the father, 
Fyodor Karamazov, his attitude to his sons, and how his behaviour and language 
are representations of melancholia, with its associated features of ambivalence 
and narcissism. The father’s treatment of his sons impinges permanently upon 
them, initially in infancy by wounding them and in adult life as triggers to the 
initial loss. The second focus will be the dualistic behaviour and language of the 
eldest son Dmitri Karamazov as a depressed person displaying manic symptoms, 
and as a dual image of a debauched sensualist and of Christ’s passion, death and 
resurrection. My focus also includes Dostoevsky’s genre of duality as a product of 
a split ego and how his characters are dualistic representations of his ideology. 
Also addressed will be the consequences of social upheaval impinging upon the 
individual. 
As stated in the introduction, this chapter will go on to discusss the two 
(legitimate) Karamazov brothers who play more minor roles in the novel: Ivan 
and Alexei (Alyosha). Chiefly, the focus will be on Ivan. While Dmitri is free to 
act out his emotions, in whatever unhealthy and unseemly ways, Ivan’s 
melancholia has been internalised and is not typically externalised in destructive 
behaviour to others for most of the novel. He suffers in a state of isolation and the 
results are eventual psychosis and insanity. The focus on Alyosha Karamazov is 
secondary. He will be analysed as a melancholic with ambivalent thought 
processes and mild irrational behaviours, yet one who is not afflicted with 
significant depressive episodes at this stage in his life. His relationships with 
surrogate fathers will be considered in the light of the comments by the defence 
attorney Fetyukovich at Dmitri’s trial and as a contrast to the dysfunctional father
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Fyodor. The affects of Alyosha’s relationship with surrogates and his participation 
in brotherly and sisterly relationships will be analysed to demonstrate the 
melancholic’s longing for a brother/friend. 
Dostoevsky addresses the ideological debate among Russian intellectuals, during 
the 1860s and 1870s, whether to return to a society based on the Orthodox faith or 
to develop a society based on Western European ideals of scientific reasoning. 
Andrew MacAndrew states Dostoevsky’s five major novels addressed the theme 
of “man’s need for God”. Dostoevsky believed society was disintegrating 
because the increasing dominance of Europhile/Western ideas was undermining 
the “unifying idea” of God (MacAndrew 1971, 2003: v). 
Dostoevsky’s art is in the way he structures his argument in his original 
polyphonic genre of essential dialogues; these are constructed to argue against 
atheistic rationalism not simply in philosophical debates but in narratives that 
explore the depth of character and the difficulty of coming to clear conclusions 
about the human condition. There is always ambiguity of outcome in 
Dostoevsky’s polyphonic novel; as Judith Hudspith argues in reference to 
Dostoevsky, “to preserve the truth of an idea, its expression should remain open- 
ended” (Hudspith 2004:169). 
The defence of this thesis requires an overview of Dostoevsky’s polyphonic genre 
of duality, identified and defined by Mikhail Bakhtin (1973). With this theory, 
Bakhtin explains how consciousness is represented in Dostoevsky’s writing. 
Essentially Dostoevsky’s art and ideological arguments are unfinished and 
indeterminate (Bakhtin 1973:4, 5). Carnivalisation or the carnivalesque in 
literature allows the debate of ideological opposites, such as reason and faith, 
which are simultaneously present in a character’s thoughts. Bakhtin explains that 
the unity of opposites in carnivalisation influences literary genres (Bakhtin 
1973:100). “Carnivalesque” is a term coined by Bakhtin to describe occasions 
during which the rules of normal life and of hierarchy are suspended, and during 
which opposites are unified, such as sacred and profane, wise and stupid, great 
and insignificant. It is a sphere in between reality and play that allows free contact 
between people (Bakhtin 1973:101). Carnivalisation is ambivalent and 
unfinalised. 
Dostoevsky constructs characters with ambivalent inner contradictions to 
represent the duality of human consciousness. Bakhtin elaborates that Dostoevsky 
constructs his novels with a series of independent and self-contradictory 
philosophical positions that are defended by one or another of his heroes, with 
Dostoevsky’s voice merging within certain heroes (Bakhtin 1973:3). Dostoevsky 
unifies the most incompatible elements in the structure to destroy the “narrative 
fabric” of a monological novel (Bakhtin 1973:11, citing Grossman 1925). 
Dostoevsky can also focus on space rather than time to represent the duality. 
Simultaneity is also a Dostoevskian construct. Bakhtin explains that Dostoevsky 
depicts what he perceives simultaneously in space rather than in stages of 
development over time; consequently there are no causal explanations, therefore 
maintaining simultaneity. Dostoevsky organises simultaneous “side by side” 
representations – coexistence – with the “inner contradictions” of single 
characters and then sets up a dialogue with another character. Bakhtin calls this 
“coexistence and interaction” (his italics). Bakhtin states that Dostoevsky makes
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two persons out of every contradiction within a single person (Bakhtin 1973:23- 
4). In this way, Dostoevsky generates a dialogue in a single character that literally 
“cuts” through static states of representation (monologisms) and being, and makes 
room for difference and interpretation. Throughout this thesis, these dialogues will 
be referred to as “essential dialogues”. 
Also relevant is the Freudian concept of the split ego. Knowledge of the split ego 
preceded Freud not simply by years but by centuries and even millennia, already 
encapsulated in the work of E. T. A. Hoffmann, in Shakespeare’s Sonnet 61, and 
Psalm 138(139) of the Hebrew Scriptures. Knowledge of the split ego is apparent 
in Psalm 138, which states: “O Lord, you search me and you know me/ . . . you 
discern my purpose from afar”. Sonnet 61 similarly refers to the need for God “To 
play the watchman ever for my sake”. Hoffmann writes, in what appears to be a 
description of the super-ego, of “a damned toll-collector – excise-man . . . who 
has set up his infamous bureau in our top storey and who exclaims . . . exports are 
prohibited”.) In the context of this thesis the split ego is considered a metaphor for 
an aspect of the functioning of the human mind in which one part observes and 
addresses the other. In this thesis there is a focus on Freudian theory in relation to 
the super-ego attacking the ego. I am aware it can be argued that the superego 
could be construed as monitoring, supervising and even protecting that which the 
ego has distilled in its repression of the id. However, the thrust of this work is to 
focus on the “attacking” aspect of the super-ego. 
Dostoevsky’s polyphonic genre accommodates the inner psychic process of the 
melancholic ambivalent split ego, which is ingrained in his literary representation 
of belief systems in the process of change. As Louis Breger argues, Dostoevsky’s 
observing ego is intrinsic to his novels (Breger 1989:8). Dostoevsky’s duality is 
the medium through which he contests his opponents’ finalised ideological 
conclusions, as expressed in the traditional monological novel. Dostoevsky aimed 
to shatter the rational deterministic arguments and the monological form 
exemplified most notably by Nikolay Chernyshevsky’s What Is to be Done? 
Joseph Frank reminds us that Chernyshevsky’s theory of “rational egoism” denied 
the existence of free will, which enraged Dostoevsky. Chernyshevsky believed 
that the individual’s thoughts and actions were determined by “preceding 
thoughts, actions and external facts” (Chernyshevsky 1953:94, quoted in Frank, 
2003:72). 
Essential dialogues are the medium through which melancholic symptoms are 
articulated. Dostoevsky understood the concept of the split ego as evidenced by 
the comment that the character Ivan Karamazov makes to himself: “I am quite 
capable of observing myself, incidentally” (Dostoevsky 2004:634). While this 
thesis examines the melancholic representations of Dostoevsky’s characters 
through the lens of Freudian analysis, it will, as well as making a connection 
between the melancholic theory of the split ego, also deal with Dostoevsky’s 
duality of art and communication of ideology; these are identified in the essential 
dialogues within which characters and ideas are constructed but never finalised. 
In the previous chapter, in the section titled “Freudian Theory and its Relevance to 
Literary Criticism”, it was noted that the literary work might contain elements of 
the author’s life. The divide between the narrator, the character and the writer is 
blurred and contestable. This thesis would agree up to a point with Joseph Frank’s
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accusation that Dostoevsky’s stylistic devices enable him “to insinuate his own 
point of view” (Frank 2003:573). However, it concedes also to Bakhtin’s 
argument that Dostoevsky’s new polyphonic genre cannot be confined within 
boundaries of historical-literary schemata, because there is a “plurality of 
consciousness”. Bakhtin says the hero’s word is not a mouthpiece for the author’s 
voice but stands alongside the author’s word, combining it with the full-valued 
voices of the other heroes (Bakhtin 1973:4-5). A further contributing point to this 
belief is G. Blackmore Evans’ comment about Shakespeare’s Sonnets that “To 
some extent . . . all significant art is autobiographical, an unconscious projection 
of the artist’s self’” (Blackmore Evans 2006:105). 
This chapter will present a commentary on Dostoevsky’s critics, an analysis of his 
polyphonic genre and the metaphor of the split ego. To follow will be a critique of 
what Dostoevsky depicted as the Slavophilic view of society’s abandonment of 
the Orthodox faith in a section entitled “The Social Sin”; an analysis of Fyodor 
Karamazov as a failed father, in “The Sin of Fyodor Karamazov”; and finally, an 
analysis of Dmitri Karamazov as a melancholic with manic symptoms. 
Critics’ Responses to Dostoevsky’s Novels. 
Historically, an understanding of Dostoevsky’s personal life has informed the 
analysis and interpretation of his art and arguments. In general, scholarship on 
Dostoevsky’s literature includes the study of his novels alongside sources based 
on his life, detailed in his own writings or those of his family. With the exception 
of André Gide (1922), Bakhtin and Richard Peace (1971), all of whom identified 
the duality constructs in Dostoevsky’s literature and ideology, critics generally 
fail to mention the duality; they misinterpret and condemn these features. In his 
review of Dostoevsky’s critics and contemporaries, Lev Nikolayevich Tolstoy and 
Ivan Turgenev, Victor Terras summarises generally that the critics’ political stance 
determines their reaction, with conservatives approving and anti-Christian leftists 
damning the novels (Terras, 1981: 33, 34, 48, 57). Andrew MacAndrew 
strengthens this view of Dostoevsky’s critics in his comment that scholars (he 
names Jean Paul Sartre) selected “titbits” from Dostoevsky onto which they read 
intricate implications. In a similar vein, in his essay Dostoevsky and Parricide, 
Freud fails to identify any form of duality in his reading of The Brothers 
Karamazov. Freud analyses Dostoevsky in relation to his life rather than 
examining the novel, noting his ambivalent relationship with his father without 
interpreting Dostoevsky’s work as involving duality in the way that Bakhtin or 
Andre Gide do. Freud explores Dostoevsky’s father-son relationship and reiterates 
the super-ego’s critical relationship with the ego, yet he does not connect this 
analysis to his own theory of melancholia and ambivalence. Importantly, he states 
in his essay that the father-son relationship is “transformed” into a relation 
between the super-ego and the ego. Further stressing the duality of Dostoevsky’s 
characters are Gide’s comments that the characters have “dual personalities”, such 
that there is uncertainty whether love or hate motivates the character because of 
the “simultaneity of such phenomena” (Gide 1949:108-9). In making this 
comment, Gide is identifying the Karamozovian nature -- a nature that can be 
inferred to all humankind. The metaphor of the Karamazovian nature is defined 
by the character Ippolit the Prosecutor as the individual being capable of 
simultaneously contemplating all possible opposites of two poles -- one of the 
highest ideals, the other of the basest depravities. These two poles are equally
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present at all times and the individual character contemplates both simultaneously. 
Ippolit warns that there is no middle ground of truth; only the two extremes 
(Dostoevsky 2004:699). Richard Peace describes the Dostoevskian character as 
though two “disparate people” were within each character (Peace 1971:297). 
Bakhtin’s comments establish the need for any reader to identify the duality in 
Dostoevsky’s writing. He argues that the hero in Dostoevsky’s polyphonic novel 
is fully realised only in dialogue, which confirms the hero’s inner freedom and 
independence but that the hero is unfinished and indeterminate (Bakhtin 1973:51). 
Bakhtin cites Dostoevsky, who describes his new polyphonic genre as a means to 
achieve his artistic purpose to use realism to find “the man in man” and to depict 
“the depths of the human soul” (Bakhtin 1973:49). At the character Dmitri 
Karamazov’s trial, the investigators, attorneys and judges, as Bakhtin quotes, are 
“devoid of a genuine dialogical approach”; consequently they fail to see the 
unfinished indeterminate nucleus of Dmitri’s personality (Bakhtin 1973:50). 
Likewise, without knowledge of Dostoevsky’s unique representation of duality, 
the dualistic essence of the art or the argument in the Dostoevskian novel might be 
misunderstood. 
The Polyphonic Genre 
As discussed earlier, duality or the polyphonic genre of essential dialogues is the 
fundamental artistic construct of the Dostoevskian novel. Dostoevsky represents 
the equal presence of contradicting dualities in dialogical relationships between 
characters. This equal presence of contradicting dualities resonates with the 
concept of the dual abysses of the Karamazovian nature, articulated by the 
character Ippolit. Bakhtin explains that Dostoevsky creates characters as living 
images of his ideas; in this way, Dostoevsky captures relationships with society, 
other characters and the character him/herself in the voices of dialogical 
interaction (Bakhtin 1973:73). Bakhtin asserts that Dostoevsky did not finalise 
images, as in a monological novel, but juxtaposed idea-images on equal terms and 
in dialogue with other idea-images in “the dialogical fabric of the work” (:79). 
This dialogical fabric ensures neither characters nor idea-images are finalised. 
In accordance with Bakhtin’s theories of the carnivalesque discussed earlier, 
Dostoevsky’s ambivalent duality is never finally resolved – there is no certain 
truth, or indeed right and wrong, in his novels. This view also resonates with the 
character Ippolit’s view on the two abysses (the inverted ideal and the sensual), 
according to which there is no middle ground or truth. This is because Dostoevsky 
speaks in “idea images”, rather than presenting separate points of view to produce 
a monological conclusion. Thus Bakhtin describes how Dostoevsky achieves his 
dualistic structure of “points of view . . . in voices” that oppose the monological 
novel, with its characters making “separate self-sufficient thoughts”. 
Dostoevsky’s characters, by contrast, argue on the basis of “integrated points of 
view”. Consequently, Bakhtin states that his characters express no separate 
thoughts or truths (76). This means, Bakhtin continues, that the separate voices 
are “counterpoised as inseparable wholes” and not broken down into separate 
points (79). He examines how Dostoevsky dramatises the idea that truth is not a 
conclusion of one’s consciousness but is in the ideal image of another person. The 
author’s own idea must not totally illuminate the world of the novel “or taint the 
work with the author’s personal ideological tone”, but must take its place as the 
“image of a person” (81). This is a distinct departure from the conclusions of the
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monological novel in which the finalised hero is “the simple object of the author’s 
consciousness” (4, 48). 
The essential dialogue is firstly Dostoevsky’s strategy to depict the “inner man”. 
The character is not the object being observed by the author, as in a monological 
novel. Bakhtin explains that Dostoevsky presents the character’s interaction with 
another person. It is in this dialogue of “the opposition of person to person” that 
characters are defined by their relationship to themselves and to others (Bakhtin
1973:212, 214). In justification of the use of dialogues, Bakhtin states, 
Dostoevsky believes that a single person could not find fullness “in himself alone” 
without “another consciousness” (149, Bakhtin’s italics). Bakhtin claims dialogue 
is the centre of Dostoevsky’s art; it is not the means but the art itself (213). 
As suggested, the Dostoevskian character is an observant and self-critical 
ambivalent hero distinct from the unified monological hero of the European novel. 
Bakhtin describes the process of the essential dialogue, stating that Dostoevsky 
introduces two characters with the exterior voice of one, which connects and 
coincides with the interior voice of the other. This, Bakhtin states, is the essential 
element in the art of the Dostoevsky’s polyphonic novel; he believed that 
important dialogues in his novels are built on this element (Bakhtin 1973:215). 
Frank illuminates this point that individual characters act independently but reflect 
“subliminal aspects of each others’ personalities” (Frank 2003:324). The 
character’s interior voice documents the character’s ambivalent duality, with the 
ability to observe and criticise him/herself, and consequently shows that 
characters are unfinalised. 
Dostoevsky’s development of the polyphonic novel allowed the writer a new 
genre with which to communicate a different ideological message to the norm of 
his day – one that would counter the arguments of Western European-influenced 
determinists and atheists. Bakhtin explains that the European monologic novel 
was developed during the Enlightenment (Bakhtin 1973:5). Dostoevsky’s 
essential dialogues use dialogue to communicate dualistic indeterminate 
arguments to counter the Enlightenment’s cult of reason, with its monological 
form requiring unity of meaning and convictions, which confirm and negate ideas 
(66-7). Importantly, Dostoevsky is not creating finalised monological images; 
rather, he is constructing dialogical relationships representing the “language of 
life” (150-1). The weakness in the monological novel is that it makes dialogue and 
interaction of consciousness impossible. 
Bakhtin’s analysis of Dostoevsky’s novels documents that Dostoevsky employs 
carnivalisation to dramatise the simultaneous presence of the death, purification, 
and rebirth of the hero (Bakhtin 1973:103, 105). The structure of the carnival 
scene unites both poles of “an antithesis” so that scenes of scandal can occur on 
the threshold of the opposite poles, most notably in Fyodor’s visit to a monastery 
in which he tells lewd and unseemly anecdotes to the Elder Zozima and 
embarrasses and enrages his fellow pilgrim, to which his response is unrepentant: 
‘Fyodor Pavlovich, this is intolerable! I mean, you yourself 
know that you’re talking nonsense and that stupid anecdote is 
untrue, so why are you carrying on like this?’ Miusov said in a 
trembling voice, by now completely unable to restrain himself.
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‘All my life I’ve had a suspicion it wasn’t true!’ Fyodor 
Pavlovich exclaimed with animation. ‘And to make amends, 
gentlemen, I will tell you the whole truth: great Elder!’ (60) 
With this theory in mind it is possible to understand the representation of 
characters such as Dmitri, who encompasses a desire for nobility and baseness, 
and Alyosha, who understands both chastity and vice (Bakhtin 1973:148). To 
reveal the “inner significance” of the characters and of human relationships, the 
polyphonic novel requires, Bakhtin states, the different artistic concept of time 
and space (139, 148). The strategy of carnivalisation is implemented by 
Dostoevsky to establish what Bakhtin believes is “artistic truth”, creating an open 
structure that permits dialogue; this is the spirit and style of Dostoevsky’s entire 
work (121, 148). Carnivalisation enables dialogues that are necessary for the 
character to find, what Bakhtin calls, “fullness”. The dialogue of the carnival 
conveys limited personal experience to the dimension of the universal (149). 
The Split Ego 
Faith and reason are a simultaneously present dichotomy within Dostoevsky’s 
psyche. Dostoevsky’s political commitment to the social debate between the 
advocates of faith or those for atheistic rationalism reflects his split ego and his 
own ambivalent attitude to belief in God and to its opposite – atheistic 
rationalism. 
Dostoevsky consciously understood the functioning of the split ego within himself 
and he expresses this understanding in his construction of literature and argument. 
The Freudian split ego has the melancholic ambivalence of love and hate, of the 
super-ego attacking the ego, reflecting the father-son relationship, as it is detailed 
in Freud (1928, 1990:451). This duality constructs Dostoevsky’s essential 
dialogues, his use of carnivalisation and the social debate of faith and reason. 
Dostoevsky’s comment for the novel’s purpose documents his understanding of 
the split ego – of one part observing and addressing the other. As Bakhtin states, 
Dostoevsky claimed to be a realist and to find through “absolute realism the man 
in man” and “depict all the depths of the human soul” (Bakhtin 1973:49 his 
italics). Dostoevsky raises this issue with the character of Fetyukovich, the
defence attorney, in The Brothers Karamazov, who argues for Dmitri’s innocence, 
saying that “no one sees the inner man” (Dostoevsky 2004:743). These views 
would resonate with Bakhtin’s statement that the basic feature of Dostoevsky’s 
novels was his representation of the “inner man” (Bakhtin 1973:10). 
In Dostoevsky’s works, ambivalence generates a love for the father and God but 
simultaneously there is a longing for reason to liberate humanity from this love. 
The melancholic’s ambivalence towards the father is displaced as ambivalent 
love/faith and hate/doubt in God. It is possible to identify that, while the works of 
Dostoevsky acquiesced to the father, God and the Tsar, faith is plagued by doubt 
or hate. 
The super-ego is the origin of the longing for God, as shown in Dostoevsky, after 
the fact of civilisation when the id/primal desire had long been displaced by 
societal rules. Freudian theory details how the super-ego is a substitute for the 
longing of the father’s love and the foundation for religious faith in God (Freud 
1923, 1995:642-3 and 1927, 1995:698). The super-ego has relevance for the
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notion of a belief in God and the idea of God as observing and knowing the 
individual within a Christian society, prior to secularisation when political, social, 
religious and economic forces were organically interrelated. Ambivalence towards 
the father, Freud noted, is the driving force generating self-critical attacks and 
attitudes (Freud 1917, 2005:217). 
To summarise, Dostoevsky’s polyphonic genre constructs the art of unfinalised 
narrative and the indeterminate ideological argument, despite the nineteenth- 
century common belief in God in western societies. The foundations for this genre 
are in the ambivalence of the split ego. Dostoevsky’s reason/faith debate on the 
personal level and the metaphorical representation of it on the national level 
enacts his personal ambivalent love to retain the love-object and simultaneously to 
be liberated. 
The Social Sin, Parracide, Self-Isolation and the Comfort of 
Brotherhood in The Brothers Karamazov 
The Social Sin 
Melancholic ambivalence is the core of both the individual melancholic’s 
behaviour and can be drawn on to understand the social sin. This core is the 
contradictory impulse to sever the emotional bond to the father/God and 
simultaneously to retain it. At the family level ambivalence is the basis of the 
son’s attitude to the father, but at the social level the conflict is over whether to 
preserve one’s wealth in isolation while severing the emotional demands of 
commitment to family and neighbours, or to embrace a sense of generous and 
hospitable brotherhood in the spirit of the Russian Orthodox faith. 
The Brothers Karamazov dramatises a parricide; the final result of a melancholic 
son’s ambivalent love/hate for his father. This ambivalence is not confined to the 
dynamic of the family unit. The family is a microcosm of the larger political and 
social struggle for dominance by competing ideological forces, with rationalists 
and Europhiles advocating modernisation and reform while the Slavophiles want a 
return to Russian Orthodoxy. Frank argues that Alyosha and Zosima, the 
hieromonk, are part of Dostoevsky’s aim to counter those who rejected the 
“Divinity of Christ”, namely the Populists who accepted Christian ideals but 
rejected faith in Christ, consequently belonging to neither major group (Frank 
2003:574). To the Slavophiles this rejection is a social crime; to the rationalists it 
would have meant liberation from the restraints of Christianity. Both the 
prosecutor Ippolit and the defence lawyer Fetyukovich cite the influence of the 
European Enlightenment as the basis of Fyodor’s atheistic lifestyle of greed and 
lust and as the cause of social problems in Russia (Dostoevsky 2004:697, 742-3). 
The debate between rationalism and faith is encapsulated in the monk Zosima’s 
metaphoric idea-voice. Zosima argues that society and the individual have 
rejected their higher calling and embraced hatred and triumph that “proclaims” 
freedom; yet this freedom is a “slavery” of the satisfaction of needs (Dostoevsky
2004:313). The carnivalesque pairing of “freedom” and “slavery” infiltrate 
Zosima’s argument unifying a duality of opposites. It is this conflict that 
Dostoevsky represents through his characters in their thoughts and interactions.
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The Seeking of Isolation: A Symptom of Melancholy 
Melancholic ambivalence is evident in the effects of active love and dream love. 
Zosima articulates Dostoevsky’s juxtaposition of active love and dream love – an 
ambivalent pairing of opposites; one to unite with God, the other to disconnect. 
Active love dramatises a genuine faith in Christ and selfless love for one’s 
neighbour, while dream love is characterised by debauched sensuality and shallow 
delusional acts of self aggrandisement, as well as an insatiable longing for 
gratification and proof, which initiates the envy of neighbours and leads to 
possible suicide (Dostoevsky 2004:314). The interaction outside the hermitage 
between the Elder Zosima and the beautiful and desirable widow Madame 
Khokhlakov, a woman of little faith, is a dialogue on the two kinds of faith. 
Despite her admissions of a lack of enduring faith, Madame Khokhlakov is 
impressed by Zozima’s kindness to female pilgrims at an earlier meeting. She 
proclaims that Zozima has healed her crippled daughter through his blessing in a 
show of divine power: 
‘We have come to you, great healer, in order to express all our 
ecstatic gratitude. Why, you have cured my Liza, you have 
completely cured her, and by what means? — by praying for her 
on Thursday and by the laying-on of your hands. We have come 
hurrying to kiss those hands, to pour out our feelings and our 
reverence.’ (74) 
Zozima, on the other hand (a man of steady and deep faith) is not convinced of 
this miracle and replies: ‘How can that be, cured? She is still in a bath chair, is she 
not?’ (74) 
Genuine active love does not require proof, whereas dream love requires instant 
gratification and rational proof. The choice between these forms of love emerges 
in the character from contemplation of the simultaneously present dualities. Each 
character can be analysed to determine the form of love that motivates them. 
Zosima relates that active love for one’s neighbour is difficult, requiring 
perseverance to reach one’s goal. In contrast dream love thirsts for immediate 
action, performed quickly, with everyone watching and praising – it is pleasure- 
seeking and “self-display” (Dostoevsky 2004:56, 58, 314). Madame 
Khokhlakov’s insincerity is documented by Zosima’s carnivalesque comment: 
“the more I love mankind in general, the less I love people in particular” 
(Dostoevsky 2004:56-7). Active love unites the individual to one’s neighbours 
and God, ensuring faith, whereas dream love requires one’s neighbours to flatter 
and be impressed, thus self-love and envy sever the bonds of faith. 
Russia’s social sin, the rejection of Christianity in Zosima’s Slavophile view, 
impinges on the lives of individuals who in turn live out its consequences in 
family life. Of importance is the social impact of Chernyshevsky’s monological 
novel What is to be Done? Murav explains that Zosima counters Chernyshevsky’s 
argument of deterministic “rational egoism” which advocates rational 
management of labour, diet, recreation and sex (Murav 2001:98). Zosima 
articulates the sequence of unfolding events that inflict the social wound within 
the individual family. Zosima argues that people who embrace rationalism 
interpret freedom to mean the satisfaction of needs and “generate many
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meaningless and foolish desires” which “distort their own nature” (Dostoevsky 
2004:313,314). Zosima believes that these people live on “mutual envy . . . 
pleasure seeking” and “self display” of wealth and prestige. These are the 
characteristics of dream love. These “meaningless desires” sever relationships and 
end in the individual seeking isolation. Zosima’s voice predicts the final outcome 
of rationalist determinism by stating that people will sacrifice life, honour and 
love of humankind, warning that if the needs cannot be satisfied the result is 
suicide (Dostoevsky 2004:314). Zosima’s argument further elaborates how 
rationalism is lived. He states that the rich strive to separate their person to 
experience the fullness of life within themselves. Instead they fall into complete 
isolation; this, he says, is spiritual suicide. When humankind separates into units 
seeking seclusion, they push people away to experience their wealth in solitude, 
erroneously thinking this makes them strong (Dostoevsky 2004:303). This is how 
the rationalist alienates family members. Zosima’s argument is reinforced by the 
character Samsonov’s living conditions: his sole occupancy of the first floor of his 
large house, with his adult sons, their families and his sister crowded on the 
ground floor. He is a reflection of Fyodor and atheistic rationalism. The picture 
Zosima paints of the descent of the rationalist individual shows that the 
rationalists injure their family members; they restrict, deprive and thwart them as 
the families of Fyodor, Samsonov and Snegiryov demonstrate. Seeking isolation 
can be construed as symptom of melancholy. 
Theory of the Brotherhood 
Zosima articulates Dostoevsky’s theory of brotherhood to counter deterministic 
rationalism and draw the individual from isolation. Zosima’s views on 
brotherhood articulate Dostoevsky’s vision for social solidarity and harmony, as 
opposed to the chaotic isolation induced by atheistic rationalism. “Brotherhood” is 
Christianity’s ideal of “serving brotherly love and human unity” or to use the 
Russian expression sobornost (Dostoevsky 2004:314). He argues that there is no 
science or self interest that will enable people to share property and rights. Zosima 
preaches that “brotherhood” exists only when one becomes a brother to all. 
“Brotherhood” is the solution that draws the “soul” from isolation. This concept 
of brotherhood is clearly represented in the character of Grushenka, a beautiful 
young woman who attracts the lust of both Fyodor and Dmitri Karamazov, and 
later the admiration of the younger man, Dmitri. Grushenka’s character arc 
through the novel maps a pathway to redemption; she starts off wilful and 
unfettered, pitting father and son against each other through their jealousy over 
her. Dmitri even breaks off his engagement to the good and decent Katerina 
Ivanovna for love of Grushenka. (His brother Ivan later falls in love with 
Katerina, who eventually returns his feelings). After Dmitri’s arrest for his 
father’s murder, however, she realises what harm she has caused and that she in 
fact loves Dmitri, and is willing to share responsibility for the death. When she 
gives hospitality to the impoverished former landowner Maximov in her home, it 
is a sign that her conscience is urging her to redeem herself (Dostoevsky 
2004:303-4). This event marks her overcoming of her own ego and heeding the 
voice of her conscience, as argued by Frank (Frank 2003:571). This is the 
important step that needs to be taken to achieve a true state of brotherhood 
(regardless of gender).
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Zosima explains the effects of brotherhood for harmony. He stresses that “where 
there are brothers there will be brotherhood, and without brotherhood there will be 
no sharing” (Dostoevsky 2004:316). Through Zosima’s voice, Dostoevsky 
dramatises the view that salvation will come when individuals take on the sins of 
others and suffer for them such as Dmitri’s claim to suffer for the “wee ones”. 
This suffering will ease the person’s heart because that person is guilty too. The 
innocent person might shine their light to the wicked to light their way 
(Dostoevsky 2004:321). “Brotherhood” or sobornost,1 as Zosima preaches, is the 
solution to replace conflict with harmonious bonds of brotherhood. 
Section Two 
Fathers and Sons: Unresolvable Tension 
The Sin of Fyodor Karamazov – The Wounding Father 
Fyodor Pavlovich Karamazov is an idea-image of the social sin that impinges upon 
the Karamazov family and of those atheistic rationalists in Russian society who 
reject the higher ideals and, in the Slavophile view, are part of Russia’s social 
disintegration. His rejection of these ideals enables Fyodor to abandon his three 
sons in infancy, the initial interior melancholic wound producing ambivalence, 
and seek gratification of his self-generated needs of greed, lust and “self-display”. 
Fyodor is a man who was not successfully socialised and indeed acts at the whim 
of his id, which he has had no reason to repress. Dostoyevsky is ingenious in 
creating this character who in a sense operates outside the proprieties of social and 
religious experience and in the Freudian sense has little “discontent” because he 
has not been “civilised”. 
Dmitri’s initial injury is voiced by Fetyukovich at the trial, describing him as 
neglected and barefooted and grateful for a bag of nuts from the kindly Doctor 
Herzenstube (Dostoevsky 2004:742). Ivan and Alexei, the narrator relates, 
received the same treatment as Dmitri until they were rescued (Dostoevsky 
2004:14). Fyodor is a sensualist, a father who thwarts his adult son and has an 
unstable, unpredictable personality. Fyodor’s behaviour to his adult sons is the 
external trigger to their interior melancholia. Paradoxically, and yet consistent 
with Dostoevsky’s views on man containing a dual self drawn to practice a life of 
high principles and low ones, Fyodor feigns acting ethically and, unlike Freud’s 
civilised people, has no hint of neurosis. 
The four Karamazov men each exhibit the duality of the interior melancholic 
ambivalence towards the father/God, expressed as a conscious debate about faith 
and reason. Each character is complete as an un-finalised idea-voice inseparable 
from dialogue, in Bakhtin’s terms (Bakhtin 1973:79). Each is infected with the 
sensuality of the Karamazovian nature. It is essential to heed Frank’s comment 
that Dostoevskian characters are independent and clearly defined characters 
(Frank 2003:324). In contradiction, monological readings of Dostoevsky’s novel 
interpret the Karamazovs as stereotypes: the father a buffoon sensualist, Dmitri a 
womanising drunkard, Ivan a rationalist, and Alyosha an angel. Rakitin (a 
rationalist, but also a fellow seminarian with Alyosha in the monastery), in 
dialogue with Alyosha, also defines the Karamazovian nature. Identifying duality, 
Rakitin says that Alyosha always falls between two stools. Rakitin categorises
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them as sensualists, money grubbers and holy fools. Individually Rakitin 
identifies Fyodor and Dmitri as sensualists capable of murder, Ivan as a 
rationalist, though ashamed of his atheism, and Alyosha as both virgin and 
sensualist (Dostoevsky 2004:79-80). The prediction of the murder emerges within 
an essential dialogue. Alyosha admits that when Rakitin speaks of the murder he 
too thought of it (Dostoevsky 2004:79). The speech of one triggers the thoughts of 
the other, engendering a sense of being “Jesus with a gun” (Lauren Lovett, 2014, 
15). 
There is an interior contradiction in Fyodor in spite of appearances. He puts forth 
simultaneous possibilities for ethics and debauchery, faith and reason, paternal 
love and greed, but always fails to produce the higher ideals promised in any 
concrete manner. While he shows awareness of and even longing for these traits 
intellectually, he is incapable of producing them within himself or of connecting 
meaningfully with others; he is a Dostoevskian idea-image of the atheistic and 
sensualist buffoon, living to satisfy his lusts at the expense of loving relationships 
with his sons. He is narcissistic; he is his own object lavishly indulging himself. 
Yet Dostoevsky pays attention to the possible duality within Fyodor, making his 
failures to look beyond himself more poignant. Debauchery from the lower 
impulses overwhelms higher ideals. Many situations highlight Fyodor’s 
contradictions. At the monastery he rages against Zosima and the monks, accusing 
them of corruption and exploitation of the poor. These are acts of which Fyodor 
could accuse himself. Yet in contradiction Fyodor has donated one thousand 
roubles to the monastery to have prayers said for his first wife (Dostoevsky 
2004:23). Frank argues that this donation indicates that Fyodor has a “modicum of 
inner life” (Frank 2003:576). Fyodor’s attitude to his sons initially indicates his 
contempt, yet there is a moment of tenderness. Fyodor has a jeering hostility and 
jealousy of Dmitri and states his contempt for and fear of Ivan. Paradoxically, he 
admits to Alyosha he has grown to love him because he is the only one who does 
not condemn him (Dostoevsky 2004:25). This raises a question as to whether 
Fyodor’s love is genuine or conditional, or whether it is a flippant comment of 
dishonest palaver. The enigmatic comment does document ambivalence to reject 
or to sustain the loving relationship to children and to religious faith. 
In his representation of Fyodor, Dostoevsky distils the faith and reason debate 
among Russian intellectuals to the level of the individual’s ambivalence—love for 
the father/God, or the desperation to be free. Dostoevsky enacts the debate
through the characters of Ippolit the prosecutor and Fetyukovich the defence 
attorney, as they discuss Fyodor’s behaviour and its effects on his sons at Dmitri’s 
trial. Within a carnivalesque dialogue they construct the indeterminate image of 
Fyodor. Ippolit, adopting a rationalist approach, while blaming the Enlightenment 
as a disease, describes Fyodor as a “modern day” father, infected by the European 
Enlightenment, who is a jeering cynic and sensualist, with the attitude: “Let the 
whole world burn, so long as I am all right”. Fetyukovich, speaking from 
Christian influence, states that the son is free to look upon the father as a stranger 
and as an enemy if he cannot give proof of love (Dostoevsky 2004:746). This 
carnivalesque drama between the rationalist Ippolit, speaking from his heart and 
intelligence about moral principles, depravity and general malaise, and the 
Christian Fetyukovich, citing Christ’s teaching, documents that Ippolit confines 
himself to morality while Fetyukovich embellishes his Christian teaching with 
reason. This uniting of opposites in argument confounds ideological certitude but
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nevertheless documents an unfinalised view of Fyodor’s character. It is 
Dostoevsky’s duality of art and ideology. 
Dostoevsky sets Fyodor alone in his impressive house in physical isolation, where 
he greedily gratifies his need for sensual pleasure, acquiring wealth and its 
associated social power. His actions and attitudes towards his sons reflect those 
behaviours identified in the Laius complex. Ross explains this complex, asserting 
that a father has the capacity to love his son and also to rape, abuse and kill him; 
and that in caring men there is “inherent aggression towards other males and 
children” (Ross 1984, in Pollock and Ross 1988:390, 395). The frustrations of 
seeking sexual satisfactions drive Fyodor to consolation in cognac (Dostoevsky 
2004:174-5). He rejects Dmitri, saying that he will not give him a “jot” and he 
will squash him “like a cockroach”. He dismisses Ivan as a scoundrel who spies 
on him, indicating that he hears in Ivan’s voice his own super-ego. In speaking to 
Alyosha he refers contemptuously to Dmitri and Ivan, because he knows Alyosha 
loves his brothers; Fyodor calls them “your Mitka” and “your Ivan” to highlight 
that he rejects them. Then he tells Alyosha that there is nothing for him either 
(Dostoevsky 2004:175). 
The dualistic character of Fyodor behaves without care and without conscience. 
After an episode in which Fyodor desecrates an icon of his late wife by spitting on 
it, he claims to his sons that he never offended their mother. He rationalises that 
he only spat on her icon to prove there would be no retribution and that God does 
not intervene (Dostoevsky 2004:137). His personal beliefs aside, this shows his 
outrageous contempt for his wife’s beliefs and feelings and for Russian Orthodox 
beliefs. In order to put Fyodor’s act in the context of the 1880s, Williams explains 
the Orthodox view of the icon as a “presence that does not actively engage with 
other protagonists” (Williams 2008:29): it is an object imbued with a living 
essence. 
The consequence of Fyodor’s attitude towards others and society as a whole is the 
paternal crime, exacerbated by his initial total rejection and neglect of his sons 
when they were children. This crime is the original wound, which ensures each 
son develops melancholia. His sons are afflicted with ambivalence – a love that 
cannot be abandoned and which is consciously expressed, to use the Freudian 
metaphor, as the super-ego attacking the ego, causing the ego’s self-loathing for 
failing to live up to the demands of the super-ego, which is a substitute for the 
longing for the father (Freud 1995:586, 643). This melancholic ambivalence— 
love/hate—is the tormenting unresolvable contradiction within each son. 
Fyodor is Dostoevsky’s representation of the fatherless individual raised without 
the unifying idea of God, in MacAndrew’s terms. MacAndrew notes that in 
Russia God was rationalised first by the Europhiles and then swept away by the 
nihilists (MacAndrew 2003: xxii). Fyodor chooses to transgress to prove his 
rejection of higher ideals. Williams’ Christian view is that Fyodor’s relationship 
with Grushenka showed he had transgressed “the father’s proper role” (Williams 
2008:175). Fyodor lacks, as Nikolaas Treurniet notes, “an idealized object” 
(Treurniet 1991:83). In Freudian terms he acts without super-ego restraint, 
without the influence of the “higher side of man” (Freud in 1995:643). He says to 
Alyosha: “I need my dear money myself”, demonstrating his complete selfishness 
(Dostoevsky 2004:175). From a Freudian atheistic view, it can be speculated that
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probably Fyodor’s early childhood development lacked a reliable father figure. 
The development of the super-ego requires the identification with the father as a 
model (Freud 1995:655). From a contemporary Christian view, Williams 
emphasises that as an irresponsible parent, Fyodor gives rise to “potential for 
irresponsible relations in other contexts” (Williams 2008: 175-177). In both these 
views the presence of positive fatherhood seems essential for some degree of self- 
restraint and a harmonious social life. Fyodor is the image of one who has been 
raised without this influence, and who in turn perpetuates damage on his own 
children. 
Fyodor can be described as an unstable personality who uses sexual pleasure as a 
drug (Treurniet 1991:83). Freudian theory and the views of Nikolaas Treurniet 
(1991) illuminate this point. Those providing a child with nutrition and protection 
(usually the mother) are the child’s first sexual objects (Freud 1991: 17). When 
the infant takes the mother who feeds him/her as his/her sexual object, along with 
“the succession of substitutes” that take her place, this choice is called anaclitic 
attachment (Freud 1991: 20). Treurniet argues that the individual with anaclitic 
attachment is very dependent on other persons who make them “feel alive”. This 
is a “need that underlies addictive behaviour . . . in which sexuality is used as a 
drug” (Treurniet 1991:83). In the dialogue at his father’s house, Alyosha responds 
to Fyodor’s inquiry about the health of Zosima by saying that Zosima may die 
today. This comment prompts Fyodor’s thoughts on his mortality, his wealth, the 
sexual pleasure of women and his fears that Dmitri and Ivan want him dead 
(Dostoevsky 2004:173). Fyodor’s interaction with Alyosha reveals his addiction. 
Fyodor justifies to Alyosha why he has not given money to his sons. Fyodor needs 
the money to provide his self with the sexual comfort of women to “feel alive” 
because “wickedness is sweet” (Dostoevsky 2004:173). He implicitly includes 
Alyosha in his comment that Ivan will not “get a fig out of me” because he says 
Ivan has come “to put a knife in me, too”. Fyodor proclaims his atheism when he 
says that death is falling asleep and not waking up. He tells Alyosha that he can 
pray for him if he wants; if not, then “the Devil take you” (Dostoevsky 2004:173). 
He will not share his wealth and does not want his sons’ love. Fyodor’s addiction 
to sex, and simultaneous lack of ability to love or respect a woman, is proof he 
lives by the concepts of the lower duality in the terms voiced by Zosima. In spite 
of being made aware of his higher aspect by Alyosha’s presence, he continues to 
reject his moral side – the consequences of which negatively impinge upon his 
sons. 
In summary, Dostoevsky depicts that Fyodor’s behaviour, as a bad father and as 
an unstable and unreliable personality, is due to the removal of the unifying 
presence of God by Europhile philosophy (and perhaps, by extension, his own 
childhood lack of a stable father figure). Fyodor’s invented needs of greed and 
lust demonstrate that he lives out of the depraved abyss, while his essential 
dialogue reveals that he also possesses higher impulses. He is a duality of 
ambivalence; he is severed form faith yet remnants remain, as evidenced by his 
contradictory comments to Alyosha. Fyodor’s personality is formed by the impact 
of European philosophy that enables him to reject his infant sons—an act that 
inflicts the initial melancholic wound. In later life his continued greed and lust 
further injures his sons, triggering their inner melancholia. Fyodor is the 
instrument of the social sin that wounds vulnerable infants and continues to injure 
in their adulthood.
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Melancholia and Mania – Dmitri Karamazov 
The (legitimately born) Karamazov brothers represent three distinct and whole 
differing personalities. Each has emotional attachments to God, their father, to 
each other, and to ethical behaviour; yet, they all have the desire for debauchery 
and the capacity to rationalise. 
Dmitri Karamazov is a portrait of a melancholic in a manic phase, thus exhibiting 
symptoms at variance with those of the melancholic in a purely depressive phase. 
It should be noted here that according to the DSM V, a person with major 
depression might experience two episodes with manic symptoms without the 
diagnosis of major depression altering (2014). Three or more episodes that display 
manic symptoms qualify the sufferer as having major depression with “mixed 
features” (2014). The American Psychological Association’s DSM V website 
states: 
The coexistence within a major depressive episode of at least 
three manic symptoms (insufficient to satisfy criteria for a 
manic episode) is now acknowledged by the specifier “with 
mixed features.” The presence of mixed features in an episode 
of major depressive disorder increases the likelihood that the 
illness exists in a bipolar spectrum; however, if the individual 
concerned has never met criteria for a manic or hypomanic 
episode,  the   diagnosis  of  major   depressive  disorder  is 
retained. (2014) 
Ongoing or cyclical episodes of dramatically elevated mood and intense 
depression describes a patient suffering from a bipolar disorder, ranging from 
cyclothymia (the mildest, although still extremely debilitating and disruptive form 
of the illness) to bipolar II (a more severe form of the illness in which the sufferer 
experiences hypomanic episodes, not severe enough to qualify as ‘manic’ or 
require hospitalisation, as well as episodes of extreme depression) to bipolar I (the 
most severe form of the disease, involving full manic episodes, which may be 
dangerous to the sufferer and others, and which may include psychotic features 
and episodes of extreme depression). 
There is not enough information given in the text to discern whether the character 
of Dmitri presents as being on the bipolar spectrum as we understand it today, and 
it seems unlikely that the author at the time had this medical concept in mind for 
his characters. However, he may be understood at the least as a person suffering 
from depression with either limited episodes involving manic symptoms, or as a 
person suffering from depression with ongoing mixed features. 
This analysis will focus primarily on Dmitri’s scenes with Alyosha in the garden, 
at the crossroads and in the prison. I will consider Dmitri’s attack on Fyodor and 
his reaction to Fyodor’s profile at the window. Dmitri’s arrest and his interaction 
with Madame Khokhlakov are examined. 
This analysis of Dmitri Karamazov’s manic symptoms in melancholia can be 
illuminated by the theories of Abraham (1911, 1965) and Freud (1917, 2005). 
Abraham identifies in depressive patients the appearance of “hypomania” that 
“alternated” with depressive attacks in a “cyclic” pattern and to the external view
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appeared as complete opposites (Abraham 1965:142, 149). Freud also noticed in 
melancholia the tendency to turn into the “symptomatically opposite state of 
mania”. Some cases of melancholia “demonstrate the regular alternation of 
melancholic and manic phases”. In other cases the period of relapse can have no 
hint of mania or only to a slight degree (Freud 2005:213). It seems that what 
Freud and Abraham were describing in these particular patients were the 
manifestations of what we now understand to be different forms of bipolar 
disorder (formally known as “manic depression”). While, as stated, it cannot be 
confirmed from the text if Dmitri does or does not suffer from bipolar disorder, 
the symptoms of mania experienced by these people and the way these were 
perceived by Freud and other analysts is pertinent. 
The symptoms of the manic episode are characterised by the patient’s carefree and 
cheerful attitude. Abraham explains that this is due to the “outbreak of the ego” 
(Abraham 1965:473). Initially the harsh super-ego is overthrown, having 
significant consequences involving a removal of inhibitions and a return to 
infantile freedom, with the abolition of logical thought control. Symptoms are 
evident in a play with words, flight of ideas, grandiose behaviour and rapid 
changes of consciousness (Abraham 1965:150). With no super-ego, the ego is free 
and there is a triumph over the introjected love-object/father. Also, without the 
super-ego, socialised repression is incomplete. Now liberated from censure and 
driven by the desires and impulses of the id, the ego turns to the outer world in a 
celebration of eating, with thoughts that are in an agitated process of receiving and 
expelling fresh impressions (Abraham 1965:471, 472). Without super-ego 
restraint all reserve disappears; outbursts of anger and feelings of revenge, love 
and hate, erotic desires and aggressive hostility surge up into consciousness. 
Freud describes the manic individual’s behaviour of pouncing on a new 
investment like a ravenous man (Freud 1917, 2005:24). While the cyclic manic 
and depressive phases are opposites, they both have the same complexes. Only the 
patient’s attitude is different: in the depressive phase the patient is “weighed 
down”; whereas in the manic phase the patient is indifferent. This indifference is 
characterised by the attitude that the individual is going to begin life anew 
(Abraham 1965:149). 
Dmitri is the Dostoevskian portrait of paternal rejection and neglect, executed by a 
man infected by European rationalism, causing the initial melancholic wound. 
Dostoevsky constructs the image of Dmitri’s wound through the testimony of 
Doctor Herzenstube, another voice that defines the character in relation to himself 
and to others, as in Bakhtin’s terms (Bakhtin 1973:212, 214). Dr Herzenstube’s 
recollects seeing Dmitri as “such a tiny boy, left alone in his father’s backyard, 
where he was running around in the dirt without any shoes and just one button on 
his little britches” (Dostoevsky 2004:674). 
Dostoevsky represents the image of the thwarting father and the son’s rebellion in 
Fyodor and Dmitri. Melancholic theory describes this situation in a manic phase 
as the ego’s outbreak against the super-ego. Dostoevsky enacts Dmitri’s rebellious 
revenge against Fyodor’s theft of his mother’s legacy. Fyodor’s pursuit of 
Grushenka is evidence of his hateful envy to thwart Dmitri by stealing his love- 
object after having stolen his money. To defeat Dmitri Fyodor has orchestrated a 
situation in which Grushenka, via Snegiryov, has a promissory note of Dmitri’s 
for which she can demand immediate repayment to deflect Dmitri’s demands
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against Fyodor (Dostoevsky 2004:118). Dmitri explains his meeting and 
consequent infatuation with Grushenka to Alyosha. He went to give Grushenka a 
“beating” over the promissory note. Dmitri further tells Alyosha: “the plague 
broke out, I got infected and I am infected now”. He speaks of Grushenka’s 
“curve”: a symbol of her sensuality. This infatuation shattered his relationship 
with Katerina Ivanovna. The “plague”, the Karamazovian nature, also refers to the 
onset of mania: throwing off the super-ego with infantile and illogical thoughts, 
new and erotic investments. Dmitri wants to triumph over his thwarting father but 
his Karamazovian nature and manic symptoms defeat him. 
Dmitri is the idea-voice of the Dostoevskian ideological belief that “no one sees 
the inner man” (Dostoevsky 2004:743). This inner man is well concealed by the 
symptoms of a manic phase of melancholia. Dmitri’s interconnected actions 
provide circumstantial evidence of his parricidal guilt. The most damning 
indicators are Dmitri’s rage against his dysfunctional father, which is made more 
incriminating by the entanglement of the loaned/unrepaid money from Katerina 
Ivanovna; then the possible theft of Fyodor’s money for Grushenka; the pawning 
and redeeming of the pair of pistols; the mystery of the fifteen hundred roubles in 
the self-sewn amulet; and the two occasions he squandered allegedly six thousand 
roubles on feasting and drinking for the crowd. These events require 
understanding by the trial court, but the court only sees the factual about Dmitri’s 
character; they are unable to penetrate, in Bakhtin’s terms, his “un-finalised 
nucleus” (Bakhtin 1973:50). The factual aspects about Dmitri are his visible 
manic symptoms, which the court and the spectators interpret as sins. 
Fetyukovich, the defence attorney, states the obvious, as he reminds the court that 
passionate and cruel characters, as he defines Dmitri, are “unable to conceal their 
passion” and warns that “no one sees the inner man” (Dostoevsky 2004:743). 
Dostoevskian duality is apparent within the individual and the contradiction 
between the obvious and the concealed. Dmitri’s catalogue of inconsistent faults 
is interpretable through the Freudian metaphor to uncover his inner wounding and 
explain his behaviour. 
To dramatise what Bakhtin calls Dmitri’s “inner man”, Dostoevsky constructs a 
carnivalesque parricidal trial with opposing theories, yet, on examination, 
witnesses from the medical profession seem to be describing the same condition. 
The dialogue of the three doctors is an instance of seeing the character’s visible 
behaviour but failing to touch Dmitri’s essence (Bakhtin 1973:50). Dr 
Herzenstube, the elderly compassionate local doctor, declares Dmitri mentally 
abnormal (Dostoevsky 2004:671). The Moscow Doctor believes that Dmitri is 
suffering from either “mania” or a “fit of passion”. The young local doctor Dr 
Varvinsky says he is normal; he notes that while he was in an “extremely excited 
state” when he was arrested, it was not a “fit of passion”. He attributes Dmitri’s 
state to the reasons of “jealousy, wrath and continual drunkenness”. The Moscow 
Doctor explains Dmitri was not able to fight the “morbid moral fixation that 
possessed him” in the day leading up to his arrest. He states that Dmitri’s actions 
are contrary to common sense and logic and that he had an inexplicable look, 
unexpected laughter and incomprehensible constant irritation, as well as using 
strange words that were uncalled for. Dmitri, he said, would have a frenzied flare 
up of emotions when the three thousand roubles were mentioned, yet he recalled 
and spoke of his other failures “rather lightly”. The Moscow doctor is describing 
manic symptoms, as detailed by Freud and Abraham (Freud 1917, 2005:214,
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Abraham1924, 1965:471). Upon being declared “normal” by Dr Varvinsky, 
Dmitri cries out “Bravo leech” (Dostoevsky 2004:672). This inappropriate 
flippant insult, showing lack of reserve, proves Dmitri’s symptoms of illogical 
thoughts and cheerful grandiosity. This carnivalesque moment accentuates the 
characteristics and the indeterminacy of Dmitri’s mental state. 
Dmitri Karamazov is Dostoevsky’s representation of the duality of debauchery 
and a quest for the highest religious faith, as exemplified by the goal of touching 
the hem of Christ’s garment. Dostoevsky constructed him as an idea-image to the 
Russian reader of Christ’s passion and of the sinner who must suffer to be 
redeemed, as the Gospel according to John indicates (John12:24). As noted, he is 
the dramatisation of Dostoevsky’s statement: “no one sees the inner man” 
(Dostoevsky 2004:743). Dmitri is a melancholic in a manic phase during which 
the super-ego is lifted, permitting an outburst of ego in a quest for new life. It is 
the behaviour associated with a manic phase that incriminates Dmitri in the 
parricide. 
Dostoevsky constructs the duality of Dmitri in his confession with Alyosha in the 
garden. It is an essential dialogue, with the speech or acts of one character 
triggering the inner thoughts of the other. The scene dramatises the simultaneous 
presence of dual drives, as well as evoking the memory of Christ’s agony on the 
Mount of Olives. (“Gethsemane” is the term in the Gospels of Matthew and Mark, 
“Mount of Olives” the term in Luke’s Gospel). It is in the Gospel of Luke that the 
ministering Angel strengthens Jesus when he prays to God to “take this cup from 
me” (Luke 22: 42, 43). Later events involving Dmitri’s arrest and trial mirror the 
arrest and trial of Jesus, with Alyosha the angel visiting Dmitri in gaol. In taking 
Alyosha to the garden’s gazebo Dmitri notices that Alyosha sees a bottle of 
cognac. Dmitri states: “I see your look: “He is drinking again!” Alyosha does not 
make the “drinking again” comment. It is Dmitri’s inner speech, his super-ego, 
which is triggered by Alyosha’s presence. 
Dmitri longs for God’s love and forgiveness while simultaneously desiring 
debauchery. He confesses to Alyosha that he is a fallen man due to his love for the 
“back lanes” of depravity and cruelty. He attributes these feelings to the 
Karamazovian “insect of sensuality” (Dostoevsky 2004:108-9). But he seeks the 
higher life, wanting forgiveness, praying: “let me also kiss the hem of that 
garment in which my God is clothed; let me be following the devil at the same 
time, but still I am also your son, Lord” (Dostoevsky 2004:107). This dialogue 
exemplifies the duality of ever-present opposite desires as well as the melancholic 
ambivalence of a desire for love and unity with God and a desire for rational 
liberation to permit debauchery. 
The metaphor of simultaneity in Dostoevsky’s art and ideology of faith and reason 
is crystallised in Dmitri’s explanation of the “storm” of sensuality he relates to 
Alyosha. This metaphor illuminates every interaction in Dostoevsky’s novels. 
Sensuality is more than a storm, because it also converges with beauty. The ideal 
of beauty starts with the Madonna and ends with Sodom. It is in Sodom that many 
find beauty. There is no difference between the storm and beauty, because what is 
shame for the mind is beauty for the heart. Beauty is fearful and mysterious 
because this is where the devil struggles with God and forms “the battleground” 
which “is the human heart” (Dostoevsky 2004:108).
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The manic individual critically observes himself. At the same time, the manic 
release from super-ego restraint initiates an irrational celebration and infatuation 
with new erotic love-objects (in this case, Grushenka). Abraham and Freud 
explain this outbreak. Abraham describes the onset of grandiose ideas and surge 
of erotic feelings and mania for eating (Abraham 1924, 1965:471), while Freud 
notes the ravenous approach to investments (Freud 2005:214). After 
misappropriating three thousand roubles entrusted to him by Katerina Ivanovna, 
Dmitri takes Grushenka on a three day spree of eating and drinking and invites 
peasants and Romani girls to the tavern in Mokroye. He says: “in three days I was 
broke, but a hero” (Dostoevsky 2004: 118). He admits his erotic desire for 
Grushenka. This proves he is observing his own debauchery. He then tells 
Alyosha of his sexual disappointment: “she didn’t even show it to me at a 
distance” (Dostoevsky 2004:118). Dmitri’s success with Grushenka, a new love- 
object, would have meant a victory over the abandoned love-object—his father. 
Dmitri’s wish to marry Grushenka documents his irrational ideas. He will abase 
himself as a servant when her lover comes. If she will not marry him he will be 
her caretaker (Dostoevsky 2004:119). The manic outbreak is structured by the 
ambivalence of the split ego. 
Without super-ego restraint, the melancholic in a manic phase experiences the 
build up of anger and revenge, love and hostility. Carnivalesque opposites of love 
and hate dramatise manic symptoms in Dmitri. Love is dramatised in Dmitri’s 
passion for Grushenka and in his love for both his brothers. The narrator states: 
“never before had such love for this woman, so fatal for his destiny, risen in his 
breast . . . tender to the point of prayer” (Dostoevsky 2004:410). Hatred is 
expressed in his extreme hostility at the sight of his father’s face. He says: “I hate 
his Adam’s apple, his nose, his eyes, his shameless sneer”. He tells Alyosha, “I 
feel a personal loathing”, and threatens to kill Fyodor (Dostoevsky 2004:122). 
Dmitri’s attack on his father shows the manic individual’s lack of super-ego 
restraint and the mix of love and hate, revenge and jealousy. Dmitri thinks he saw 
Grushenka turn into Fyodor’s house, so he searches for him with Fyodor in 
pursuit, in case Dmitri steals the money. Dmitri knocks Fyodor to the floor and 
kicks him, with the words: “watch out, old man . . . I too have a dream! I curse 
you and disown you completely” (Dostoevsky 2004:139,140). This comment is an 
intense dramatisation of the ego’s ambivalence towards the abandoned love- 
object, the father, and the hatred to liberate the ego from that love (Freud 
2005:210, 216). Ambivalence prevents the son from committing parricide. Hatred 
for the father is portrayed in Dmitri as he sees Fyodor, his rival and tormentor, 
through the window on the fatal night. The profile of the hooked nose causes a 
“terrible, furious anger” to suddenly boil up “in Mitya’s heart” (Dostoevsky 
2004:392). At the crucial moment Dmitri does not kill his father. Dmitri’s inner 
conflict is documented when he spoke to Alyosha earlier, saying “I’m afraid I will 
not be able to help myself” (Dostoevsky 2024:393). This manic behaviour of love, 
hate and surging revenge further reinforces belief in Dmitri’s guilt from the point 
of view of the characters determining his guilt at the trial. The contradictions in 
his manic behaviour demonstrate the complex mix of motives that highlight the 
circumstances of Dmitri’s presumed crime and tragedy. 
Dmitri portrays the manic symptom of flight of ideas, which Dostoevsky employs 
to juxtapose opposites to construct indeterminacy. Abraham identifies the manic’s 
disconnected speech and flight of ideas as a strategy to glide over painful thoughts
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(Abraham 1965:150). Dostoevsky portrays these two symptoms. Initially, he plays 
on the meanings of the word “order”. Dmitri identifies within himself faith and 
depravity. Dostoevsky parodies this dichotomy. Dmitri claims that there is no 
higher order in him when he is ordering food and champagne to take to the second 
party at Mokroye; he also says that he hates disorder. He thus plays on three 
meanings of the word “order”; the higher order, ordering the food and 
champagne; and disorder in life. The “higher order” and the “disorder” indicate 
that Dmitri understands the two extremes. The narrator also describes his 
disconnected speech patterns, saying that he spoke and gave commands at random 
and that he began sentences that he forgot to finish (Dostoevsky 2004:405). The 
juxtaposition of opposing images is at the basis of the insensitive joke that Dmitri 
plays to hide his anxiety when Alyosha returns with a message from Katerina 
Ivanovna. He waits at the crossroads then startles Alyosha with the command: 
“Your money or your life”. This is part of an essential dialogue, evoking 
Alyosha’s thoughts about Dmitri’s attack on Fyodor earlier that day and reducing 
Alyosha to tears. These events show the connection between manic symptoms, the 
unity and indeterminacy of the carnivalesque, and the consequences of an absent 
super-ego. 
Dmitri, a Dostoevskian character of opposites, is also a portrait of the manic in the 
phase of proclaiming, in grandiose fashion, that he is the greatest of sinners. This 
proclaiming is a symptom of both manic grandiosity and melancholic self- 
reproach. Abraham notes that melancholics claim they are the greatest of sinners 
(Abraham 1965:455). Freud comments that the melancholic ego “abases himself 
before everyone else” (Freud 2005:206). Dmitri, a Dostoevskian image of a 
sinner, must suffer in order to be redeemed to a new life. In his self-inflicted 
blame, Dmitri also seeks God in the grandiose manner of a manic phase. He says 
early in the novel that he is a fallen man, an officer who goes whoring and so 
should be cursed. In contrast he expresses his longing for Christ, wanting to “kiss 
the hem” of the His garment (Dostoevsky 2004:107). After his arrest, Dmitri 
addresses the legal “gentlemen” and self-deprecatingly describes himself thus: “I 
am the lowest vermin”. He seeks purification, saying he will accept his 
punishment; not because he killed Fyodor, but because he wanted to kill him 
(Dostoevsky 2004:509). Dmitri, in these outbursts, is an unfinalised idea-image of 
a sinner requiring Christ’s forgiveness, while at the same moment he is an image- 
idea of Christ’s suffering. 
Dostoevsky employs duality to communicate the Christian message through the 
symptoms of melancholia and mania, which reveal the inner man of Dmitri. 
Incidents at Dmitri’s arrest and his trial are significant. After his arrest and 
interrogation, Dmitri sleeps on a table and dreams of the “wee ones”, a metaphor 
of his own infancy. When he wakes he is aware that someone has placed a pillow 
under his head. This gesture moves him, but he cannot discover who did this kind 
act. This little un-finalised gesture shows not everything is known in life and 
reminds the reader that faith is not dependent on rational proof. The gesture 
involved in Dmitri’s desire to “kiss the hem of the garment” and in the placement 
of “the pillow under his head” both link to incidents in the Gospel of Mark. In this 
parable, an unknown, older woman, was cured of her haemorrhage after she 
“kissed the hem of the garment” of Jesus, (Mark 5:28). The “pillow under the 
head” links to the story “Jesus Calms the Storm” (Mark 4:38). As the storm raged 
“Jesus was in the stern sleeping on a cushion”, and when he awoke he calmed the
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storm. As Dmitri faces his trial, Dostoevsky is making a connection to Jesus’ trial 
and suffering, his healing power and compassion. Dmitri’s duality is also 
evidenced in both the grandiose gesture and contradictory events at the trial. In an 
ironic contradiction, Ippolit the prosecutor proclaims his own duality as both 
prosecutor and defender (Dostoevsky 2004:742). To authenticate his sincerity as a 
defender, he reminds the jury of the effects the “earliest impressions of childhood 
and the paternal nest” have on the character of the adult. This view should 
encourage the court’s sympathy for Dmitri’s cause. In contradiction, he also 
condemns Dmitri, parodying his proclivity for grandiose ideas that will fall from 
the sky and land on his plate “gratuitously, gratuitously”. He sums up Dmitri as 
follows: “We like very much to get things, but terribly dislike having to pay for 
them” (Dostoevsky 2004:698). Ippolit is focussing on one aspect only: Dmitri’s 
grandiose manic behaviour. This is the reason the court fails to see the un- 
finalised “nucleus” of Dmitri (Bakhtin 1973:50). But Dmitri’s reaction to finding 
the pillow demonstrates he has gratitude in a quiet way, showing he does operate 
out of duality; it is a glimpse, one of several, into the “inner man” of Dmitri 
(Dostoevsky 2004:743). 
Dostoevsky constructs Dmitri’s character as containing the opposites of manic 
grandiosity and a melancholic sensitivity to injustice. Dmitri formed grandiose 
plans. The first was the unsuccessful attempt to borrow money from the elderly 
merchant Kuzma Samsonov, an attemted transaction that sees Dmitri duped and 
with less money than he started; and then he becomes ecstatic at the idea of 
borrowing from Madame Khokhlakov (Dostoevsky 2004:383). Their essential 
dialogue features disconnected speech, with Madame Khokhlakov repeating 
Dmitri’s words, notably when she states that she is an experienced doctor of souls 
and he replies that he is an experienced patient. She states she will save him, so he 
thinks she will lend him the money, but she means he should go and work in the 
mines (Dostoevsky 2004:383, 384). The shame of being unable to repay the 
money reduces Dmitri to tears (Dostoevsky 2004:388). He is grandiose and 
childlike, yet spontaneously honest. For example: after being duped by Samsonov, 
as he quits a forest hut in which he spent the night, he leaves fifty kopeks for the 
candle and the trouble (Dostoevsky 2004:379). These contradictions show that 
both lower and higher functions are at work in Dmitri; in spite of being in a manic 
phase, he can be honest and just. 
Dostoevsky’s portrait of Dmitri documents a departure from a manic phase to 
melancholia, while maintaining an image that resonates with Christ’s passion. 
Dmitri’s grandiosity and passion subside after the arrest. He exercises self-control. 
His behaviour, at his interrogation, shows he has sensitivity and superior feelings, 
and that he takes offence at any slight or perceived injustice, as typical of the 
depressive phase. The treatment he receives during questioning by the prosecutor, 
the district attorney and the deputy commissioner humiliates him, inflaming his 
emotions. He maintains control by telling himself to “be patient”. He sees the 
irony of his situation, which has dramatically changed in a few days. He recollects 
having previously exchanged remarks about women with the district attorney at a 
social meeting. His current superior melancholic view of the prosecutor is that he 
is sickly. He regards the three officials as “not worthy of my telling them this”. He 
means to receive his confession (Dostoevsky 2004:469). As he is led away, with 
melancholic perception, he notices the tavern keeper turns his head away, yet he 
had greeted Dmitri’s spending with enthusiastic approval on the previous day
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(Dostoevsky 2004:510). When told his clothes would have to be examined, Dmitri 
is quite happy to “turn out his pockets”. In contrast, he is offended when he 
realises that all of his clothes were to be removed. Feeling guilty, this humiliating 
treatment incenses him; it is as if “they were really dealing with a thief, not an 
officer” (Dostoevsky 2004:483). To be “naked” in front of the others with all his 
clothes confiscated is a “disgrace”. This further humiliation intensifies his 
melancholic response. He feels ashamed of the fact that his socks and under-wear 
are unclean. His naked big toes and imperfect toe nail deeply embarrass him when 
he is told to wrap himself in a blanket. His shame and guilt increase when he is 
brought some of Kalganov’s clothes that are embarrassingly tight. He responds: 
“shall I play the buffoon . . . for your pleasure” (Dostoevsky 2004:485). This 
parodies Fyodor. He asks whether they are going to flog him with a birch. This 
completes the scene of the arrest, which is similar to that of the treatment of Christ 
in the Gospels, with the stripping of his garments, and being scourged and dressed 
as a mock king to be crucified as a criminal between two thieves. 
Through Dmitri’s representation Dostoevsky shows the influence of a love-object 
upon an individual’s attitude to him/herself. Dmitri plans to suicide if Grushenka 
chooses her former lover Mussyalovich over him. The arrest intervenes and she 
does not desert Dmitri. Dmitri is overwhelmed by his “extreme passion” for 
Grushenka. This series of events dramatise the keen sensitivity, feelings of justice, 
the superior attitude and the ability to maintain self- control of the melancholic. 
Had he lost Grushenka, Dmitri would have turned his emotions upon himself and 
carried out his suicide, showing the melancholic’s plunge into despair. 
Dostoevsky uses the scene of Dmitri waiting at the crossroads for Alyosha, who 
comes bearing a message from Katerina Ivanovna, as a religious motif of 
forgiveness and resurrection. Alyosha is the earthly angel from whom Dmitri 
seeks forgiveness. Contemplating suicide, Dmitri believes that he is a vile 
presence burdening the earth. At this moment of despair he experiences elation. 
Alyosha’s approach elevates him to ecstasy, and he exclaims: “Lord, just as if 
something suddenly flew down on me”. He enthusiastically calls Alyosha by 
various endearments such as “the one I love” and “my dear little brother” 
(Dostoevsky 2004:154). This metaphor of heavenly descent connects to the Spirit 
descending on Jesus in the Gospels at the time of his baptism (Matthew 3:16). 
This metaphor also links with Dmitri’s claim that he did not enter his father’s 
house on the fatal night, because the prayers of this mother saved him –
something from above (Dostoevsky 2004: 676, 737). Not only does this scene 
represent the emotional opposites between depression and mania; it is also an 
example of the suddenness of change from one extreme to the other. Dmitri’s 
action in this scene can be explained by applying Abraham’s theory that states 
that the manic “begins life anew” (Abraham 1965:149). 
Dmitri is Dostoevsky’s idea-voice to proclaim his message that faith in Christ is 
necessary for the salvation of Russia. While correlating with the manic symptom 
of beginning life anew, resurrection is a theme in the novel, which relates to the 
Gospel verse in in John 12:24 of “The Corn of Wheat”, which must die to bear 
much fruit. Dostoevsky employs other Gospel references that link Dmitri’s trial to 
the passion of Jesus, culminating in his resurrection as the Christ. In prison the 
day before the trial Dmitri greets Alyosha with the words: “that’s why I’ve been 
thirsting for you”. This evokes the crucifixion of Jesus, when he says from the
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cross “I am thirsty” (John 19:28). The trial and the prison sentence are also linked. 
Dmitri says that to escape the prison sentence is to run away from crucifixion. On 
the day before the trial, as Alyosha takes his leave, Dmitri plays with words and 
asks him to “cross me for tomorrow’s cross” (Dostoevsky 2004:596). In grandiose 
fashion Dmitri conveys the idea of resurrection with the words: “from these 
peeling walls . . . a new man has risen in me”. He realises it is possible to “ live, 
and love, and suffer” and “find a human heart in the convict and murderer 
standing next to you . . . you can revive and resurrect the frozen heart in this 
convict . . . we can revive an angel . . . resurrect a hero”. 
In this elated feeling he sees the prophecy that he will go for the “wee ones”, the 
babies from the burnt village in his dream. He will go because “everyone in guilty 
for everyone”. Dmitri confesses to only one fear: that “this risen man not depart 
from me” (Dostoevsky 2004:591). Without fear he is strongly confident that he 
will “overcome everything, all sufferings”. He believes that he will endure all 
torments, and that if he is locked up in a tower he still exists. This will give him 
strength to survive (Dostoevsky 2004:592). The portrait of the manic person’s 
grandiose belief in life anew articulates Dostoevsky’s ideological but unfinalised 
message. Indeterminacy undermines the outcome of the trial, and the reader is 
also unsure whether Dmitri escapes using Ivan’s money, with the whole plan 
blessed by Alyosha’s rationalising. Prison will kill him but an alternate life in 
America will alienate him as he pines for Russia. 
Dmitri can be interpreted as the passionate jealous and lustful drunkard described 
in the trial, one who desired to kill, who attacked and may have murdered his 
father. In portraying Dmitri, Dostoevsky has given him the emotional impulses of 
the melancholic in both the depressive and the manic phases. Dostoevsky also 
uses Dmitri as an image of Christ as well as a sinner who must be saved. Dmitri is 
not simply struggling with an internal conflict of whether to choose high ideals or 
depravity but is a man with a mood disorder that in many ways is governing his 
behaviour, his passions and outbursts – the cause of which is the infantile interior 
melancholic wound that initiates the processes of melancholia. His symptoms 
prove he has the melancholic ambivalence of the split ego of being torn between 
paternal love and hate, displaced as faith in Christ and longing for depravity. He 
knows his weaknesses due to his ability to observe his behaviour. Whether 
Dmitri’s future is life in prison or life in America is uncertain; the crucial point is 
not where but whether the new risen man in him does not depart, as this will be 
the essence of any future happiness he experiences. 
This analysis has demonstrated how Dostoevsky portrays the condition of 
melancholia, from its inception in a paternal wound in infancy to the irrational 
self-critical and self-loathing behaviours of adulthood; these are seen to be driven 
by ambivalence evident in the attacking super-ego and expressed by attitudes of 
superiority and sensitivity to injustice. This investigation has also shown that 
social upheaval wounds the individual and that the wound can be further inflicted 
upon family members. Dostoevsky, with this polyphonic genre, constructs the 
conscious and unconscious thoughts and speech of the melancholic and his 
motivation, demonstrating the presence of the ambivalent split ego. This 
ambivalence has driven Dostoevsky’s representation of duality in his novels; his 
prime target is seen to be the conflict of faith and reason. The art of essential 
dialogues constructs unfinalised characters and narrative. Melancholic symptoms
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of split ego and ambivalence underpin the unique features of his art, in which we 
find simultaneity, the carnivalesque, the two forms of love and their social 
ramifications. 
Section Three 
Melancholy and the Possibility of Survival 
In The Brothers Karamazov, Ivan seems to be the full-functioning Karamazov 
who is in control of self. Yet, it transpires that Ivan is the brother who 
inadvertently triggers the death of Fyodor; Ivan is in origin, if not in fact, the 
parricide (indirectly, through unknowingly inciting the weak-willed Smerdykayov 
(who eventually kills himself) to commit the murder. The actual parricide is not 
the more obvious suspect who is punished for the crime (the unstable Dmitri). 
Ivan’s language and behaviours show his difficulty in forming emotional 
attachments. The melancholic son is tortured by ambivalent impulses to abandon 
the love for the father/object and yet is unable to reject, criticise or kill the object 
and so mercilessly punishes himself. Ivan’s attacks against God and religious 
teaching are symptoms of his melancholic ambivalence. The attacks should be 
directed against the father, but ambivalence deflects them to his ego and to 
surrogates. These attacks document that, in Freudian terms, his super-ego is 
attacking his ego, thus determining his emotions and his rational thoughts. His 
love and longing for his brothers is identified in the novel through analysis of the 
dialogues with Alyosha. Ivan’s dialogues with Smerdyakov reveal his motives for 
wishing his father dead and his need for someone to have faith in his philosophies. 
As Ivan’s depressive state deteriorates, his irrational acts of self-torment intensify 
and he seeks isolation, struggling with hallucinations and wishing for his father’s 
death. 
This thesis argues that literature brings to the study of melancholia perspectives 
not addressed by other means. Literary texts portray the presence of conscious and 
unconscious psychic processes in the form of irrational behaviours, representing 
that melancholia is an interior reaction to an actual infantile wound that is then 
triggered by an external event or events that incur a further loss, rejection or 
humiliation in later life. A Freudian approach facilitates analysis of the 
melancholic’s life-long reaction to an infantile wound by a loved object.The core 
event that underpins the defence of this thesis is the scene on the night before the 
murder in which Ivan repeatedly eavesdrops on his father Fyodor. This act of 
betrayal is Ivan’s greatest sin to this point, and source of shame. This scene and its 
interior consequences for Ivan are a dramatisation of those behaviours identified 
by Freud and Abraham in psychoanalytical theory.
Ivan Karamazov is frequently categorised as an atheistic rationalist suffering from 
the sin of pride due to moral laxity. This thesis argues a contrary view that his 
behaviours are best explicated by seeing him as exhibiting symptoms, manifested 
as pride (and therefore connected with his atheism) and recognised in people 
suffering from melancholy/depression. The Freudian view of melancholia 
illuminates the interior psychic functioning of the id, the ego and the super-ego, of 
one part of the mind addressing the others. In the case of Ivan Karamazov, a 
dualistic reading views him as a melancholic in a deteriorating depressive episode,
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with irrational symptoms of self-negating behaviours and attitudes of sensitivity 
and superiority without any moral judgements. Critics such as Joyce Carol Oates 
(1972:3) and Dmitri Chizhevsky (1965:121) both accuse Ivan of the sin of pride. 
Oates claims Ivan’s pride is due to his rationality, which causes his brain fever. 
Chizhevsky diagnoses Ivan as “not mentally ill” but divided from people and 
neighbours by pride; he suffers from conceit evidenced by his exaltations of 
himself over others to be their judge. Freudian theory identifies these behaviours 
as melancholic symptoms and not a sin against some socially constructed and 
thwarting moral code. In other words, although melancholic symptoms may well 
be read as moral flaws in character, it enhances understanding of the 
representation of this character to see him as suffering from melancholia, which 
involves wearing a mask to prevent his unacknowledged self-hatred from 
surfacing in the social world. 
Freudian Theory and Dostoevsky 
Freudian theory holds that the symptoms of melancholia include self-reproach, 
which can deteriorate to self-hatred, and isolation, which may lead to suicide in 
the worst scenario. Freudian theorists have also posited that melancholics have a 
superior attitude, are highly sensitive to injustice, and further punish themselves 
with accusations of being great sinners. 
Dostoevsky had an acute understanding of melancholic symptoms, though he 
attributed them to “falling sickness”.2 Ippolit the prosecutor defends Smerdyakov 
from Fyodor’s murder with words that correspond with those of Freud in 
Mourning and Melancholia (1917). Ippolit says that the sufferers of “falling 
sickness”, or melancholics in the terms of this thesis, are inclined to: “constant 
and . . . morbid self-accusation. They suffer from their ‘guilt’ for something and 
before someone, are tormented by pangs of conscience; often without any 
grounds, they exaggerate and even invent various guilts and crimes for 
themselves” (Dostoevsky 2004:707-8). 
The melancholic ambivalence produces an imprisoning love so powerful that it 
cannot be terminated and consequently forms the melancholic’s inner rage, 
directed against the self. Ivan’s attitude and behaviour can be understood in the 
light of Freudian theory, which states that the melancholic’s self-reproaches are 
accusations against a lost love-object that are transferred back on to the 
melancholic’s own ego (Freud 1917, 2005:208). The loss of the object initiates 
both an ambivalent desire for the love to be maintained and hatred to be free of 
that love (Freud 1917, 2005:216). Ambivalence is the driving force of the 
melancholic’s unconscious conflict (Freud 1917, 2005:207, 209, 211, 216). The
super-ego, modelled on the father, is the substitute for the longing of the father 
(Freud 1923, 1995:643, 655). The self-criticism and inner torment by Ivan’s 
super-ego are proof of his love for his father; the love remains in his unconscious 
while the object itself is abandoned (Freud 1917, 2005:212). Suicidal tendencies 
are impulses turned back from the impulse to murder others (Freud 1917, 
2005:212). Ambivalence, as evident in this novel, can be displaced beyond the 
family to the domains of the social and to the religious and the political. 
This theory gives insights into Ivan’s motives and behaviour; his self-criticism for 
his emotional attachments; his attack on the Roman Pontiff and Church; his need
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for retribution and assumption of guilt for the parricide; his outburst that everyone 
wants their father murdered; and his final retreat into hallucinations. Ivan himself 
is aware in a subliminal way of his descent into depression and its consequences, 
asking Alyosha: “And can one observe oneself losing one’s mind?” (Dostoevsky 
2004:600). 
Ivan’s Background 
Dostoevsky’s Ivan embodies the dualistic self; he is beset with ambivalence, 
harbouring both high ideals and the potential for debauchery. He rejects belief in 
God, and prefers to avoid emotional attachments. Yet Ivan, despite himself, forms 
emotional attachments to his brothers, and to Katerina.
Joseph Frank argues that Dostoevsky intended for Ivan to act as an idea-voice to 
reflect back to the Populist Movement its own image (Frank 2003:86). 
Dostoevsky also uses Ivan in his persuasive argument on the existence of eternal 
life and higher ideals, to prove the point made in the novel by Father Paissy: that 
rationalism has not come up with an answer to Christ, and those that have been 
devised are “monstrosities” (Dostoevsky 2004:171). Dostoevsky’s Ivan portrays 
the tragic consequences when an individual accepts Christian values but rejects 
the divinity of Christ, as is the case of the Populists. 
Dostoevsky defines the source of Ivan’s melancholic wound as the same as 
Dmitri’s and Alyosha’s: after his and Alyosha’s mother’s death they were “totally 
forgotten and forsaken by their father” (Dostoevsky 2004:14).In Ivan, Dostoevsky 
portrays a melancholic in decline towards a major depressive episode. 
Demonstrating symptoms of self-criticism, a superior attitude, sensitivity to 
injustice and a strong tendency to seek isolation, Ivan’s duality is represented in 
an article he writes that debates whether ecclesiastical courts or state courts have 
final authority. This is a debate about whether ultimate authority is based on faith 
or secular reason. The faith/reason debate, of Europhiles and Slavophiles, 
embodies metaphorically the ambivalent melancholic split ego – to love or reject 
the father and his surrogate God. Frank suggests that the article contributes to 
Ivan’s decline (Frank 2003:576-7). 
Dostoevsky represents Ivan from childhood as exhibiting melancholic symptoms. 
The narrator tells us he has a “brilliant aptitude for learning”, is highly perceptive 
and sees the truth clearly (Dostoevsky 2004:15). At ten years of age, when he 
becomes aware of living on charity in someone else’s home, he resolves to be 
independent, which he achieves by later supporting himself and his university 
education by writing articles. He sets himself up financially and takes a 
judgemental view of anything resembling debauchery. He is proud and prudent 
yet he dutifully visits his father’s house (of debauchery) for two months, living 
with him quite amicably, thus preserving a social mask. He never seeks out his 
father for money, though of course he would have received nothing from him, 
because Fyodor did not know or remember him. He came to spend time with his 
father at the request of Dmitri to be a mediator (Dostoevsky 2004:17). 
Emphasising his isolation and melancholic character, Ivan says he wants to be 
close with Alyosha as he is without friends (Dostoevsky 2004:234). 
The events of Ivan’s visit to his father’s home portray him as a solitary 
melancholic. Ivan and Alyosha have been separated since the ages of fifteen and
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eleven respectively; though they both tentatively seek a closer mutual relationship, 
they do not have a conversation during Ivan’s visit. In accordance with rationalist 
philosophy, Ivan is not emotionally open with anyone; this may be due to 
narcissism, taking himself as his object, which is a feature of melancholia. In the 
terms of active love he experiences his wealth in isolation. Ivan’s solitude is 
broken only when it involves exchanging views with someone outside his class 
who cannot be regarded as a threat. Subsequently he has discussed atheistic 
rationalism with Smerdyakov, which has the ironic result of Smerdyakov 
developing an emotionally possessive attitude to him. This in turn has larger 
ramifications. 
Dmitri describes Ivan as a “grave”, and Smerdyakov says he is the brother most 
like Fyodor. Ivan betrays his feelings and theories in dialogue with Alyosha, 
Smerdyakov and in his secretive spying on Fyodor. Later in the novel, Ivan is 
haunted by the Devil despite his rationalism: the Devil comes to him in the guise 
of a harmless looking but gaudily dressed middle-aged man, and taunts him for 
his lack of belief (Dostoevsky 2004: 810-830). This hallucination is a 
phenomenon of the delirium tremens (810) – a reference, although never 
explicitly dramatised, to secret drinking (and, again, repression) – and a projection 
from his unconscious mind. This is the Karamazovian sensualist nature that has 
been repressed and combined with repressed guilt, relating to half-recognised 
desires to kill his father. 
Ivan’s melancholy, expressed in the harbouring of oppositional moral forces, is 
diagnosed by the hieromonk Zosima in the scene of his family’s visit to the 
monastery. Ivan re-asserts his belief that “there is no virtue if there is no 
immortality” and that if humankind’s belief in the immortality of the soul is 
destroyed, love would dry up and nothing would be immoral. He asserts that there 
would be egoism to the point of evil doing (Dostoevsky 2004: 69, 70). Zosima 
identifies that Ivan does not quite believe in these views or in his article on 
ecclesiastical and state courts. Zosima sees the torment of an unresolved 
contradiction in Ivan due to his despair (Dostoevsky 2004:70). Zosima applies to 
Ivan the melancholic attributes of the split ego – a destructive inner conflict of 
self-torment and grief – that Zosima believes “urgently demands resolution” 
(Dostoevsky 2004:70). 
When matters escalate between Fyodor and Smerdyakov, Ivan has the chance to 
intervene but instead abandons the scene. Ivan’s night flight away from the 
potential murder scene to Moscow manifests the melancholic’s split ego and 
pinpoints Ivan’s ambivalence. This flight is an abandonment of his father, with no 
looking back and the intention to embrace the new. Ivan experiences no elation on 
the speeding train; the narrator describes Ivan in this situation thus: “such 
darkness suddenly descended on his soul, and grief gnawed at his heart”. On 
arrival in Moscow, Ivan accuses himself by declaring: “I am a scoundrel” 
(Dostoevsky 2004:280). Melancholic ambivalence documents Ivan’s love for the 
father in the heart of the rationalist. This is the core of Ivan’s inner turmoil. As a 
result, I argue, the wounded melancholic son cannot kill his love for the father in 
spite of desiring that event, and the melancholic’s attacks upon himself are 
reproaches against the father re-directed to the self.
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Ivan’s Parable of The Grand Inquisitor 
In the Grand Inquisitor episode in The Brothers Karamazov, Ivan relates a poem 
that is a ‘parable’ of his own invention to the devout Aloysha. In this parable, 
Jesus returns to earth during the time of the Spanish Inquisition. The people are 
delighted at the Messiah’s return; however, the Inquisition is not. Jesus is 
promptly arrested, and sentenced to be burned to death the next day. The Grand 
Inquisitor visits Him in His cell, and explains why it is important to the Roman 
Catholic Church that its dogma remains undisturbed by the return of its purported 
Saviour (Dostoevsky 2004: 322-341). 
Driven by melancholic ambivalence Ivan attacks surrogate father figures besides 
God in his bid for liberation from emotion and faith. Ivan’s answer is atheistic 
rationalism. The strength of the ambivalence prevents Ivan from severing the 
bond; consequently his attacks against his father are redirected against himself, 
against the surrogate of God’s creation and the Papacy of the Roman Catholic 
Church. In practice he does not directly attack God or Jesus. He is an unusual self- 
identifying athiest in that he believes in the existence of God, but rejects his 
creation. Freudian theory informs that the melancholic’s self-reproaches are 
“accusations against a love-object . . . transferred . . . to the patient’s own ego” 
(Freud 2005:208). 
In his dispute with Europhiles, Dostoevsky was enraged by Chernyshevsky’s 
argument for rational determinism as opposed to free will. The Papacy and the 
hierarchy make the decisions, denying individual free will, in Ivan Karamazov’s 
“poem” of The Grand Inquisitor. The Inquisitor is a character created from Ivan’s 
rational mind, unlike the Devil hallucination (which is from his unconscious mind 
and is outside his control). The poem is Ivan’s deliberate attack on the father 
figure. 
Dostoevsky’s metaphor of The Grand Inquisitor (Dostoevsky 2004:322-341) is an 
attempt to privilege the freedom of the individual at odds with religious sanctions; 
he does not accept papal authority as a religious or secular power, instead putting 
his faith in sobornost. Ironically the criticising Inquisitor articulates Dostoevsky’s 
ideology for freedom of conscience, which is his stand against Chernyshevsky’s 
determinism. The Inquisitor posits that Jesus’ choice of giving people freedom 
laid the foundations for the destruction of his kingdom (Dostoevsky 2004:255). In 
a scathing parody of Papal power, the Inquisitor informs Jesus that under the 
hierarchy his flock will come together again and submit. The hierarchy will 
deliver the people from the “terrible torments of personal and free decision(s)” 
(Dostoevsky 2004:259). It is this invention of the Inquisitor that embodies the 
melancholic attack on the surrogate father, thus subverting the father’s power to 
thwart and deny others personal freedom. Denial of freedom of conscience is the 
core of Dostoevsky’s argument. Alyosha utters the final comment, dealing with 
Ivan’s attack on the surrogate father. He identifies that Ivan’s attack is not against 
Jesus; it is against the lust for power by the “old men”—the Papacy and the 
hierarchy (Dostoevsky 2004:260-1). 
In the parable invented by Ivan, the kiss of forgiveness given by Jesus to the 
Inquisitor and the suggestion of a loving brotherhood between men is ambiguous. 
Dostoevsky juxtaposes lack of forgiveness from Ivan towards the Inquisitor, with
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forgiveness by Alyosha towards the Inquisitor. Alyosha expresses this by relating 
the story of “The Mother of God”, who visits hell pleading for God to forgive all 
without discrimination (Dostoevsky 2004:247). In the two Gospels, Matthew’s 
and Mark’s, Jesus is betrayed by a kiss. Judas’s kiss intensifies his act of betrayal. 
Jesus’s kiss for the Inquisitor fails to move him, but equally it shows that Jesus 
forgives the Inquisitor for his betrayal, greed for power, lack of faith, and 
unforgiving attitude to the plight of his victims. When Alyosha kisses Ivan, Ivan, 
thinking of Judas’s kiss of betrayal, wryly refers to it as “literary theft”. Yet, 
despite his somewhat disparaging humour, Ivan acknowledges that Alyosha loves 
him regardless of their ideological differences. The kiss may demonstrates a love 
between the brothers, but simultaneously the invented kiss between Jesus and the 
Inquisitor indicates that Ivan sees that the Inquisitor will not be changed by the 
kiss of forgiveness given by Jesus. 
Dostoevsky portrays the deep sibling bond of two brothers as an antidote to the 
chaos of life, and especially to the conflicts of faith against rationality as well as 
the destructive solace of debauchery. This love between Ivan and Alyosha is not 
just a metaphor for society at large; it is specific, mutual and needed for them to 
endure. In dialogue, Alyosha’s “everything is permitted” triggers Ivan’s memory 
of the previous day at the monastery. Ivan swears he will not renounce his ideas 
but feels he would always have Alyosha’s love “at least”, questioning whether 
Alyosha will renounce him. The “at least” comment indicates Ivan considers 
Alyosha’s love as essential and unquestioned, it also suggests that he wants the 
love of someone he loves. Ivan states his love for Alyosha: “I hold out for the 
sticky little leaves, I shall love them only remembering you . . . and I shall not 
stop wanting to live”. There is always the complication of the narcissism in the 
melancholic, which draws the melancholic back from establishing and continuing 
social relationships; this would impinge upon the certitude of the brotherly 
relationship. However, Dostoevsky’s sibling relationships are a healing force 
against the inner psychic conflicts and those within families and society. 
At the same time, even sibling love can become distorted and give rise to angst 
when the melancholic wound has been deep. The illegitimate Karamazov brother, 
Smerdyakov, tells Ivan he loved him “very much” before murdering their father 
Fyodor (Dostoevsky 2004: 609). Smerdyakov attempts to entangle Ivan in his 
plan to kill Fyodor, testing Ivan to determine whether he wanted his father dead. 
This plan inflames Ivan, who had previously rejected him on this account. Upon 
Ivan’s arrival at Smerdyakov’s home for a second visit, Smerdyakov rises only 
slightly with the purpose of observing the basics of courtesy. Ivan interprets this 
action and the look in his eyes as “malicious, unfriendly and even haughty”. The 
narrator stresses these are Ivan’s interpretations with the qualifier: “it seemed to 
say”. Ivan is straightforward; but Smerdyakov’s devious innuendo about past 
conversations enrages him and he reads them as indirect threats. When Ivan 
challenges him for threatening him, a conversation that ends in a physical fight, 
Smerdyakov claims that Ivan wished for his father’s death (Dostoevsky 
2004:614). Ivan cries, “You thought I was at one with Dmitri in wanting to kill 
father?”(614) This is a repressed thought, which indeed articulates desires Ivan 
could not admit to himself. 
Essential dialogue constructs the situation in which the accused believes the 
accuser’s taunts. This illustrates the symptom of the melancholic, seeing his self
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as the greatest of sinners, his “self-disparagement” coinciding with the judgement 
of others (Freud 1917, 2005:207, Abraham 1924, 1965:455). Ivan experiences the 
voice of his super-ego through Smerdyakov’s comments, as Smerdyakov 
continues to taunt him for wishing his father dead and failing to protect his parent. 
These accusations echo Ivan’s inner taunts. Ivan tortures himself with thoughts 
such as: “why . . . did I go to Chermashnya then? Why? Why?” and “I was 
expecting something, he’s right”. Intensifying his self-torment, Ivan recalls, “for 
the hundredth time”, the eavesdropping incident and accepts that he is the sinner. 
He says, “Yes, that’s what I expected, it’s true! I wanted the murder, I precisely 
wanted it!” He appears insane when he flees to Katerina Ivanovna’s to recount his 
visit to Smerdyakov. Ivan rationalises that if it was not Dmitri but Smerdyakov 
who killed Fyodor, then he (Ivan) put him up to it. Ivan concludes: “I am a 
murderer, too” (Dostoevsky 2004:617). 
Ivan’s Eavesdropping Incident – Love for the Father, Hate for the 
Self 
In the eavesdropping scene Dostoevsky represents the inner processes of 
melancholic ambivalence. This scene occurs on the night before the murder and 
Ivan’s departure for Moscow. The consequences in Ivan’s unconscious and 
conscious mind dramatise the theories of Freud and Abraham. Freudian theory 
states that the tormenting super-ego is “a substitute for the longing for the father” 
(Freud 1995:643). In addition it informs that the unconscious melancholic 
ambivalent love and hate for the father, the love-object, drives the super-ego 
attacks against the ego. This is the melancholic’s inner rage to be rationally free 
from the love attachment. 
The narrator describes the scene and Ivan’s inner reactions and impulses from the 
“inmost part of his soul”. 
Remembering this night long afterwards, Ivan Fyodorovich 
recalled with particular disgust how he suddenly would get up 
from the sofa and quietly, as though terribly afraid of being seen, 
open the door, go out to the head of the stairs, and listen to 
Fyodor Pavlovich moving around below, wandering through the 
downstairs rooms—he would listen for a long time, five minutes 
at a stretch, with a sort of strange curiosity, holding his breath, 
his heart pounding (Dostoevsky 2004:276). 
Ivan’s eavesdropping proves his unconscious love for his father and his inner guilt 
over his betrayal of love. Ambivalence is clear; Ivan cannot abandon, kill or 
rationalise to overcome the love, so he attacks his own ego. Ivan had stated that he 
would always defend his father, but that he reserves the right to think. This is a 
pairing of emotion and reason. He admits in dialogues with Smerdyakov that he 
may have “wanted the murder” and “had a secret desire” (Dostoevsky 2004:617, 
631) despite his vow to protect his father. 
Ivan’s emotional unconscious desires are represented as separate from his 
conscious reasoning in the eavesdropping incidents. The narrator relates that Ivan 
had a hateful gnawing in his soul on the occasion. Ivan now hated Alyosha and 
himself. The narrator also relates that Ivan’s soul whispered to him that he would
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not go to Moscow because he would not be able to tear himself away, and he 
accused himself of “bragging”. These are self-criticisms. Ivan remembers this 
night, recalling it with self-abhorrence, because he shamefully eavesdrops from 
the top of the stairs upon his father’s movements downstairs. The memory 
repeatedly torments him, as he questions why he acted “like a thief”. It was his 
most loathsome act and “deep in himself, in the inmost part of his soul, he 
considered it the basest action of his whole life” (Dostoevsky 2004:276, 611). 
These accusations represent Ivan’s super-ego speaking directly to him; they are 
not veiled through the perception that the voice is coming from another 
individual. This act and its repercussions touch the essence of the male 
melancholic’s ambivalence and explain the compulsion to maintain the love and 
the desperation to be free. 
Dostoevsky portrays that the son’s attempted abandonment of his love for his 
father as heinous. Ivan’s proclamation of himself as the greatest sinner documents 
his enduring unconscious love and the associated guilt it engenders when 
parricide is considered. Self-torment governs the melancholic’s reasoning and 
emotional state. Ivan’s bitter super-ego attacks, in relation to his eavesdropping 
incident, are present in his bid to “sacrifice” thirty thousand roubles to help 
Dmitri’s escape. (This plan comes about before Ivan knows of Smerdyakov’s 
guilt.) This bid was to heal the “scratch” left on his heart. But he realises he 
wanted to sacrifice the money for another reason: “because in my soul I’m just as 
much a murderer” as Dmitri (Dostoevsky 2004:620). 
Ivan’s Self-Observation and His Devil Hallucinations 
Dostoevsky represents the rapid descent of the melancholic from moments of 
normalcy to acute hallucinations. On his departure from his final visit to 
Smerdyakov, Ivan shows signs of healing by helping a drunk in the snow and 
observing to himself that he is feeling “very pleased” about having resolved to 
give evidence in court, proving his innocence in the matter of his father’s murder. 
He thinks he is healing, and rationalises that if not he would not have helped the 
drunk. He then identifies the contradictory view of others, in a super-ego voice: 
“they all decided I was losing my mind” (Dostoevsky 2004:634). These comments 
on his symptoms demonstrate a moving away from seeking isolation to helping 
others. However, Ivan’s reflections also resonate with Freud’s observation that it 
is only when the ego can treat itself as an object that it can kill itself (Freud 1917, 
2005:212). The super-ego’s observation indicates healing, yet it also contains the 
warning of suicide and a possible descent into insanity. 
Dostoevsky’s representation of Ivan’s Devil hallucination (a daylight 
hallucination, in which the Devil appears visibly to Ivan) documents a severe 
melancholic’s psychotic episode. Awareness deteriorates from the knowledge that 
the hallucination is a projection to the moment when the hallucination becomes a 
separate real person. Finally, the hallucination takes over the melancholic’s mind, 
which is the point of total psychosis. The represented interaction between Ivan 
and the Devil hallucination is an attack on the ego by the unconscious mind. The 
melancholic has to battle his hallucination from the unconscious to maintain his 
sanity. Ivan asserts: “it is I, I myself who is talking, and not you” (Dostoevsky 
2004:637, Dostoevsky italics). This is Ivan’s mantra to keep himself sane. He has 
to continue to see the Devil as part of himself because, if he were to see the
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hallucination as real, this would indicate a further step of his deterioration. 
Bakhtin’s theory reminds us that in “essential dialogues” the paired other 
character is not “the direct personification of the hero” (Bakhtin 1973:79, 212-3, 
215); the exception is Ivan’s Devil, who is polyvocal with no “impersonal truth”. 
He only reveals himself dialogically. 
Upon entering his room Ivan sees the Devil on the sofa; he is a French-speaking, 
charming sponger of about fifty. This figure represents the generation of 
landowners that thrived before the abolition of serfdom, now reduced to 
impoverishment and ingratiating themselves with richer patrons. The Devil, of a 
similar type to Fyodor on first appearances, describes himself as a “realist” and is 
an atheist. Ivan battles the Devil with a series of statements that describe the 
illness overtaking his mind: 
it is I, I myself who am talking, and not you . . . you are a lie, 
you are my illness, you are only a ghost. Only I do not know 
how to destroy you . . . you are the embodiment of myself, but 
just one side of me . . . of my thoughts and feelings, but only 
the   most   loathsome   and   stupid   of   them   (Dostoevsky 
2004:637). 
These words define the relationship between the subject and the hallucination: it is 
part of his psyche and not an invading force. The language is that of self-criticism; 
“loathsome” and “stupid” describe the hallucination. These words indicate self- 
knowledge based on self-observation and express melancholic symptoms. 
The Devil introduces himself as a “fallen angel” and thus becomes a parody of 
Alyosha. The Devil torments Ivan that he is a “fallen angel” for having wished his 
father dead, and compliments Ivan on being amiable over his noble decision to 
sacrifice himself to save Dmitri who was accused of the murder. Ivan replies, 
“Shut up or I’ll kick you”. The Devil says this means Ivan believes in his reality 
because a ghost cannot be kicked (Dostoevsky 2004:638). The Devil taunts Ivan, 
asking whether proof of the Devil means proof of God. This is carnivalesque 
humour; if the rationalist, Ivan, believes there is proof of the Devil then by his 
own reckoning he must be insane, as faith is not based on rational proof 
(Dostoevsky 2004:636). 
The duel between Ivan and his Devil hallucination illustrates the conflict between 
the conscious mind and the unconscious mind, from whence the hallucination 
originates. Ivan thinks he is in control of the hallucination since it is his creation, 
even though he is not sure whether he is awake or asleep. He says: “by abusing 
you, I’m abusing myself . . . you precisely say what I already think . . . you are not 
capable of telling me anything new” (Dostoevsky 2004:637-8). This comment is 
most significant. By the “anything new” Ivan is referring to his conscious 
thoughts and knowledge, but the hallucination draws thoughts from the 
unconscious. The Devil counter-attacks with his own assertion: “I am your 
hallucination… as in a nightmare, I say original things, such as have never entered 
your head before . . . I am not repeating your thoughts at all . . . I am your 
nightmare and nothing more” (Dostoevsky 2004:639). This shows the voice of the 
unconscious dominating the conscious mind about the essence of Ivan. The Devil 
condescendingly tells Ivan that in dreams and especially nightmares, after eating a
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large dinner, a person sees “artistic dreams” of “complex reality” that even “Leo 
Tolstoy couldn’t invent”. The Devil’s words are a mixture of the profound and the 
jocular with the reference to “Tolstoy” (Dostoevsky 2004:639). Though appearing 
absurdly humorous, this statement resonates with the truth of the situation. The 
scene is also an example of carnivalisation which enables Dostoevsky “to 
penetrate the deepest strata of . . . human relationships” (Bakhtin 1973:139). The 
relevance of the hallucination is that firstly, it is a representation from his 
unconscious; and secondly, it portrays a battle for control between Ivan’s 
conscious mind and his unconscious. The hallucination reveals to Ivan’s 
conscious mind those thoughts/feeling once hidden in the unconscious, and thus 
reveals uncomfortable “truths”. 
Dostoevsky’s Devil hallucination is a carnivalesque parody of contradictory 
images, belief systems and the duality of reason and faith. The Devil describes 
himself with dark humour as an absurd sensualist who loves steam baths with 
merchants and priests; as a person of faith who longs to be a rich merchant’s 
devout overweight wife; and a rationalist with a faith in science and medical 
inoculations (Dostoevsky 2004:638-9). The Devil’s duplicity is evident in the 
uncertainty of his real intent. He tells humorous stories to trick Ivan into believing 
he is more real than Ivan’s inner voice. Parodying Zosima, he too represents 
duality: of belief and disbelief, which individuals can contemplate equally at the 
same time (Dostoevsky 2004:645). The atheist Devil proclaims that he has 
emotional impulses to rejoice in the good: he was there at the crucifixion of Jesus 
and he wanted to join in singing the “Hosannah” with the angels at the entry of the 
Christ carrying the repentant thief into heaven. He acknowledges, though, that his 
common sense, an unfortunate quality, restrained him. 
This incident resonates with the Devil’s comment about Ivan: that within the 
rational man there is “the romantic little streak” (Dostoevsky 2004:647). It is also 
an inversion of Ivan’s comment in response to Alyosha’s forgiving attitude 
towards the torturers of children: “A fine monk you are! See what a little devil is 
sitting in your heart” (Dostoevsky 2004:243). Ivan’s contradictory romantic streak 
is apparent in his love for Fyodor, Alyosha and Dmitri. The Devil continues to 
parody Ivan as well as rationalists and atheists. He calls him “a little thinker” and 
a “modern little Russian man” who believes in a new “man-god”; he will jump 
over the moral law, replacing God with the idea that “everything is permitted” 
(Dostoevsky 2004:649). 
In response, Ivan defines the conscience as something humankind has acquired 
“out of universal habit over seven thousand years”. It is something to be liberated 
from and then “we shall be gods” (Dostoevsky 2004:653). But conscience, or 
super-ego, is something he cannot escape. When Alyosha finds him, an act which 
scares the Devil away, Ivan tells Alyosha: “that was no dream . . . it all just 
happened” (Dostoevsky 2004:650). This moment marks the point of deterioration 
in Ivan’s ideas and speech. He ignores the rational, physically apparent evidence 
that the hallucination was not real. Ivan mentions the Devil’s prediction that he is 
going to perform a virtuous deed and confess in court to killing Fyodor to save 
Dmitri; the Devil had asserted that “the lackey killed your father at your 
suggestion” (Dostoevsky 2004:653). These comments were not only made by the 
Devil but also by Smerdyakov at their last meeting (Dostoevsky 2004:632, 638).
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Ivan has blurred the tormenting comments of his hallucination with the torments 
by Smerdyakov. 
Ivan cannot overcome his inner voice of criticism; he cannot be a “man-god” and 
step over morality. Ivan states that he hates “the monster” Dmitri, and he does not 
want to save him; and now Alyosha will despise him too, and he will have to hate 
Alyosha. Ivan’s conflict of feelings, of loving then despising all those close to 
him, is due to his melancholia; he is not able to love anyone as “his libido is still 
attached to a part of its object” (Abraham 1965:491). 
In portraying the decline of the individual without faith in God but with faith in 
the ideal of atheistic rationalism, Dostoevsky has also portrayed the melancholic’s 
descent into major depression and insanity. The Devil utters Ivan’s unconscious 
repressed thoughts and truths to him. The Devil is a composite image of the 
Europhile, similar to Fyodor and Smerdyakov in his beliefs and behaviour. The 
Devil’s contradictions about religion, rationalism and romanticism parody Ivan’s 
own contradiction as a rationalist with an inner streak of love and faith. 
With Ivan asleep in bed, Alyosha stays with him and prays. The duality of 
Alyosha’s prayer represents the melancholic’s ambivalence about retaining the 
love bond with the father/God and severing the bond. The prayer has a dual 
function; first as a prayer for healing and salvation; secondly, to express the 
warning, on behalf of those who want a return to the Orthodox faith, of what the 
outcome will be for those whose ideal is rationalistic atheism. Alyosha states two 
alternatives for Ivan, the rationalist and the melancholic: either “God will win” 
and Ivan will rise “into the light of truth”, or he will “perish in hatred, taking 
revenge on himself and everyone for having served something he does not believe 
in” (Dostoevsky 2004:655). Alyosha’s prayer proposes an indeterminate future. 
The Trial: The Descent into Insanity 
Ivan’s melancholic depressive episode culminates in insanity as he attempts to 
give evidence in court. Immaculately dressed and sick, Ivan is somewhat 
confused, emotionally unstable, serious and giggling, confessional and desperate 
for a drink of water. He proclaims himself as the murderer. He tells the court that 
Smerdyakov killed Fyodor on his instructions. Twice he refers to the desirability 
of parricide: “who doesn’t wish for his father’s death?” and “everyone wants his 
father dead” (Dostoevsky 2004:686). This is his wish for release from 
ambivalence. He takes on the sin of others, as Abraham theorises; he sees himself 
as the greatest of sinners. But this act is still a reproach against the love-object 
(Abraham 1965:455). 
Ivan believes that the Devil with a tail is hiding somewhere in court. He repeats the 
comment he made to Alyosha after the hallucination: he told the Devil 
hallucination “I would not keep silent”. In fact he told this to Smerdyakov and not 
the Devil. He is blurring the two into one, Smerdyakov’s speech echoes giving 
voice to a repressed truth in his unconscious mind. He tells the court to “set the 
monster free”, meaning Dmitri, because he, Ivan, had admitted to the murder 
(Dostoevsky 2004:687). Abraham would argue that as a “depressive” he is “guilty 
of the death of a certain person by having thought about his death”, not because he 
executed the crime (Abraham 1965:146). He had told the Devil he was “ashamed 
of something” (Dostoevsky 2004:637). In a state of sadness and confusion he had
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admitted to himself that he wanted to sacrifice money to atone for wishing his 
father dead. Ivan wants to be free of the inner conflict, as is evident by his cry: 
“I’d give a quadrillion quadrillion for two seconds of joy” (Dostoevsky 2004: 
687). 
He is led away in a state of incoherence. Ivan had the impulse to both murder and 
to suicide, but he could do neither. He told Alyosha he could not suicide due to 
cowardice or debauched “thirst for life” (Dostoevsky 2004:652). Suicide impulses 
are a turning back of murderous impulses to kill the love-object of the father 
(Freud 2005:216). Taking on the sin of others,is a conscious manifestation of the 
love-hate relationship and longing for the father (Freud 1995:643). 
Alyosha Karamazov: A Wounded “Angel” 
Alyosha Karamazov is Dostoevsky’s portrait of a man of faith, in contrast to 
Ivan’s rationalism. His family regard him as an angel from God. He represents a 
duality, the idea-voice within a dialogue, which means within his voice one can 
perceive two contesting voices (Bakhtin 1973:25, 79). He is a nineteen-year-old 
virgin entering a monastery to live a celibate life. His mission from Zosima is to 
go into the world and create unitybetween his troubled brothers (Dostoevsky 
2004:79). This task has the marks of active love to work tirelessly; seek happiness 
in sorrow; and keep faith in Christ (Dostoevsky 2004:77). 
Despite his relatively optimistic and gentle nature, Alyosha too has melancholic 
symptoms; his mother died in his early childhood; his father abandoned him to the 
charitable care of others. He finds a substitute fatherly love-object in Zosima, 
whose death is a great but not overwhelming loss. The significance of Zosima’s 
death is that it marks a turning point in the character of Alyosha. 
Dostoevsky’s portrait of Alyosha highlights the melancholic symptoms of 
sensitivity to injustice, low sense of self worth, a sense of shame, repeated self- 
blame and the need for seeking forgiveness and punishment as aspects of his 
personality. Alyosha is not undergoing any disabling crisis, yet he has challenges 
to surmount. In one interaction with his father, his melancholic sense of injustice 
suddenly causes him to reprimand Fyodor when, in a drunken state, the latter 
verbally attacks Ivan’s motives as sly and malicious. Alyosha says: “Don’t be 
angry with my brother! Stop hurting him” (Dostoevsky 2004:136). Alyosha is 
quite quick to feel ashamed and to feel self-reproach over trivial thoughts. While 
visiting Katerina Ivanovna with Ivan present, Alyosha inadvertently gets 
embroiled in their dispute as to whether she loves Dmitri or Ivan. She appeals to 
Alyosha for his wisdom. Alyosha shares his view that Katerina Ivanovna is play- 
acting as though she “were in a comedy, in a theatre” (Dostoevsky 2004:191). He 
further asserts she does not love Dmitri. The consequence of his immature opinion 
is that she is appalled and demands an explanation. Alyosha continues that she 
loves Ivan and is tormenting him. She snaps: “you’re a little holy fool”. After this, 
Ivan presents his view and departs. Alyosha, in his melancholic reaction, takes the 
blame. Because he was sent by Zosima to unite his brothers, Alyosha’s shame is 
intensified by the realisation he not only “put his foot in it” with regards to “an 
affair of the heart” he was also the “cause of new misfortunes”. He felt his shame 
was a “deserved punishment”; he told himself this for the one- hundredth time, 
and promised himself he would be smarter in the future (Dostoevsky 2004:196).
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Alyosha possesses ambivalence and a sense of injustice. After the death of 
Zosima, Alyosha is distraught. This causes him to doubt his faith. He echoes 
Ivan’s attitude when asserting to Rakitin that “I do not rebel against my God, I 
simply do not accept his world’” (Dostoevsky 2004:340-1). At this vulnerable 
moment, Alyosha is ready for temptation. His emotions are further upset by the 
fact that Zosima’s corpse starts to decay. This fact violates the pious belief that 
the bodies of holy men do not corrupt, suggesting that Zosima was not the saintly 
man he was reputed to be. Consequently Zosima’s reputation falls in public 
opinion, with people believing he had lived a corrupt life. For Alyosha this is a 
great injustice. The injustice of this fickle turn in public opinion triggers a 
melancholic response in Alyosha. He questions where the “finger” of Providence 
in this calamity is, and why God does not intervene. 
Rakitin attempts to manipulate his friend through fabricated concerns for his 
welfare, inquiring whether he is hungry and offering a sausage from his pocket 
and some vodka. The metaphors of the sausage, the hunger, the alcohol, and the 
repeated phrase “pulling off”, have obvious bawdy connotations - particularly 
given Alyosha is chaste. Alyosha acquiesces with two statements: “Let’s have 
your sausage” and “Let’s have your vodka” (Dostoevsky 2004:341-2). Alyosha is 
turning towards debauchery. Rakitin takes Alyosha to Grushenka’s to have sex 
with her. Alyosha admits he went “seeking his own ruin” (Dostoevsky 2004:355). 
Grushenka has compelled Rakitin to bring Alyosha to her, saying “I’ll pull his 
little cassock off” in a knowing double entendre (Dostoevsky 2004:80). On arrival 
at Grushenka’s, Alyosha lets Grushenka sit on his knees, but he refuses to sip 
champagne on account of the death of Zosima. News of Zosima’s death disturbs 
Grushenka; she removes herself from Alyosha’s lap to the sofa. This is an 
intuitive act of sobornost on Grushenka’s part. Alyosha does not give in to 
temptation because he “found a true sister . . . a loving soul” who “restored his 
soul”. His melancholic self-accusation is as follows: “I came here looking for a 
wicked soul . . . because I was low and wicked myself” (Dostoevsky 2004:351). 
He was comforted by the fact that Grushenka was distressed by the death of 
Zosima. She, in turn, was moved by Alyosha, because she had waited all her life 
for someone to come to pity her, forgive her and love her: “a dirty woman” 
(Dostoevsky 2004:357). It is out of brotherly and sisterly love that Grushenka 
feels healed and Alyosha does not fall into temptation to break his vows. 
Alyosha’s melancholic symptoms lack the severity of his brothers’ traumas. He 
does not attack and isolate himself in the manner of Ivan, nor is he troubled by 
Dmitri’s manic symptoms. He is not seeking to sever any love relationships; on 
the contrary he tries to maintain the bond. This is attributable to his faith and the 
role two priest’s play in his life as spiritual or surrogate fathers and as 
brothers/friends. Alyosha is transformed by the death of Zosima. He survives a 
challenge to his faith, and acquiescing to Zosima’s advice, he leaves the 
monastery to live in the world in the spirit of brotherhood, first to his brothers and 
Grushenka and then to the next generation of boys troubled by dissention. 
Brotherly and Sisterly Relationships 
The theme of brotherhood (or deep sibling relationships) is represented by 
Dostoevsky as a way of living the Christian life and easing the social conflict that 
he attributes to atheistic rationalism. He also demonstrates, in secular terms, that
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sibling relationships are a means to ease the trauma of the depressive episode and 
to counter self-criticism, longing, isolation and despair. Brotherhood is not a cure; 
rather it is a balm. 
This is applicable in the case of blood brothers and in a communal sense of 
neighbours. The scenes between Alyosha and the other protagonists, Ivan, Dmitri 
and Grushenka, authenticate this view. The words of Zosima and Father Paissy 
define the solace of brotherhood. Brotherhood lessens the isolation and pain for 
both Dmitri and Ivan, for Alyosha and Grushenka, and for others. 
The melancholic longs for the love of a brother/friend, and the power of that love 
eases anguish and affects the character’s approach to life. The declaration of love 
by Ivan to Alyosha has been documented in his comment about the “sticky 
leaves” – Ivan’s desperation for Alyosha’s love is palpable. Similarly documented 
is Grushenka’s sisterly love. Rakitin’s temptation mocks brotherhood; its aim, 
based on spite and rivalry, is to denigrate, wound and shame. Brotherhood 
becomes a motif in Alyosha’s relationship with both Zosima and Father Paissy, 
both surrogate father images. Zosima articulates brotherhood in his explanation as 
to why the face of Alyosha is so dear to his soul: Alyosha bears a strikingly 
similar spirituality to his deceased brother Markel (Dostoevsky 2004:285-6). 
Williams notes that Dostoevsky’s concept of brotherhood (“sobornost”) defines 
brotherly/sisterly relationships as generating the shared space of brotherhood and 
sisterhood of common humanity and interdependence. This form of relationship 
does not have a sexual base, as the Alyosha-Grushenka incident authenticates. 
Grushenka’s interaction with Alyosha shows the movement from sexual seduction 
to collaboration between her and Alyosha in order to help Dmitri (Williams 
2008:179). Williams summarises that Dostoevsky’s concept of brotherly/sisterly 
relationships enables men and women to experience sibling relationships in 
friendship (Williams 2008:180). It is this form of brother/sisterhood that 
Dostoevsky portrays as the model for the future without rivalry for superiority 
(Williams 2008:177). This model of the common space permits paternity as well 
as fraternity, as Alyosha’s relationships with Zosima, Father Paissy and his 
brothers indicate. Alyosha builds this kind of relationship with other boys in the 
monastery as instances of paternity and fraternity based on equality. It is an 
alternative to bad fatherhood, evidenced by Fyodor, Snegiryov and Samsonov, 
which one must resist. Bad fatherhood maintains a world without transcendence in 
which boys are feral, resentful and rootless (Williams 2008:177-8). The split ego 
underpinning melancholic theory connects to Dostoevsky’s ideology of 
brotherhood. The father’s act of injury has its roots in the father’s attitude of 
striving for power and dominance in a contested society. Dostoevsky’s ideal 
brotherly/sisterly relationships are based on equality without rivalry. The social 
environment of fraternal equality might divert that production of the father-son 
conflict geared towards superiority of one over the other, which initiates and 
triggers melancholia. 
This analysis has documented the interior nature of melancholia in the 
melancholic’s reaction to the initial paternal thwarting wound, which is expressed 
in the ambivalence about maintaining the love bond or severing it. This 
ambivalence is the foundation of all the melancholics symptoms of the inner 
mind. This unresolved rage of self-hatred develops to self-isolation and
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hallucinations; these states of being show that the conflict between conscious and 
unconscious thoughts prevail, as is evident in Ivan’s essential dialogues with 
Alyosha and Smerdyakov. The three intensities of hallucinations as represented in 
Ivan’s dreams dramatise his disintegration into insanity, in that dreams by 
definition represent the conflict between the reality and the pleasure principles. 
Dostoevsky’s art of essential dialogues portrays the melancholic’s dialogue and 
inner dialogue in ways that reveal the super-ego voice based on conscious and 
repressed thoughts. The split ego is evident as the attacking super-ego, a 
permanent conscious presence of ambivalence that structures dualities, dialogues 
and the carnivalesque. Alyosha documents the melancholic’s need for the balm of 
affirming paternal love and sibling love based upon equality. 
Dostoevsky’s story of four sons and a dead father is one that demonstrates that 
male melancholy comes in many forms, and in this story the father is held 
accountable, the father is loved, the father is hated and finally each son takes the 
blame in some way for his death. It is of some significance that the actual 
murdering son must in the end kill himself, whilst the remaining three brothers 
survive but in various states of melancholy. 
1The term sobornost can be connected to the super-ego of Freudian thought in that the super-ego 
contains “the germ” from which all that is higher in humankind, social feeling, religion and the 
longing for the father has “evolved” (Freud 1995:943). 
2 This term usually refers to epilepsy but this is a controversial issue because Dostoevsky’s 
suffering of this condition has been challenged. Berger cites Freud who believed in Dostoevsky’s 
case epilepsy was hysterical and not organic (Berger 1989:239).
81
Part III 
Masculinity and Depression in 
Norman Mailer’s The Naked and the 
Dead
82
Section One 
History and Its Traumas: External Forces 
Norman Mailer’s The Naked and the Dead portrays American combat soldiers 
who have invaded a fictional South Pacific island occupied by Japan, named 
Anopopei, during World War Two. This portrait of men from different ethnic, 
religious and social backgrounds encompasses the social injury not simply of the 
perils of invasion, attack and counter attack, but the social conditions of American 
life during the 1930s, from the turning point of the Great Depression to the 
outbreak of war. The sudden and seemingly permanent loss of wealth and sense of 
financial security, with the lived consequences of long-term unemployment and 
the flow on effects on family life and individuals, are social injuries incurred by 
people. The conditions of life produced by these disasters impinge upon 
individuals’ consciousness. 
In this novel there are fourteen main characters and significantly all are men. 
Individually and in relationship with each other, they represent men with various 
problems around masculinity and in most cases include a representation of 
melancholy. The characters are General Cummings, a middle-aged military 
strategist; Lieutenant Robert Hearn, a well-meaning “small l” liberal; Sam Croft, a 
cold-blooded and cruel killer; Red Valsen, a factotum from a small mining town; 
Roy Galagher, a Boston Irish Catholic and member of an anti-Semitic gang; 
Private Roth, a melancholic and a conflicted Jew; Joey Goldstein, a Jewish soldier 
who, unlike Roth, is unconflicted about his cultural identity; Julio Martinez, a 
Mexican-American; Private Hennessey, a new addition to the platoon who is 
killed performing a foolhardy act caused by a mental breakdown; Woodrow 
Wilson, a down-to-earth Texan; William Brown, a white middle-class college boy; 
Steven Minetta, who holds resentment towards the army; Czienwick Polack, a 
working class Polish-American; and Oscar Ridges, a devout Christian. 
Mailer’s depictions of American life during the Depression years and during 
WWII document solitary individuals who are unprotected by family, employers or 
friends. Their survival seems to depend solely on their own initiatives. In war the 
characters face death as they faced life – alone. This is irrespective of their 
financial or social status, their religious and political beliefs, whether their 
upbringing was in a city, a provincial town or a farm stricken by poverty, or 
whether they are university or military college graduates. 
Freudian Analysis: Application to The Naked and the Dead 
This analysis of The Naked and the Dead focuses on the wound of melancholia 
and the individual’s reaction, which is interior and buried in the unconscious. As 
established, this thesis uses the lens of Freudian theory to identify paternal hurt as 
the cause of melancholia (Freud 2005:209). Melancholia is not usually caused by 
a loss through death in Freudian theory.3 The individual’s perception of the 
paternal slight and the consequence of ambivalent love and hate for the father are 
unconscious, but nevertheless are evident in some form in conscious thoughts as a 
conflict between the ego and the super-ego — the “critical agency” (Freud 1917, 
2005:216). The melancholic’s symptoms of self-criticism and self-hatred are 
evident in the sufferers’ conscious thoughts, reasoning, language and behaviours.
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A significant symptom of melancholia in men, noted by Abraham, is the 
difficulties they experience in relationships with women (Abraham 1911, 1924, 
1965:142-3, 455). From this he identifies an important symptom in the depressive 
phase of the melancholic: the individual’s lack of interest in sexual intercourse. 
Sexual pleasure becomes restricted to “auto-erotic” tendencies and practices in 
seclusion, such as masturbation and “by dreaming them” (Abraham 1911, 
1965:131-143). 
This analysis of the novel will demonstrate that melancholics do not identify 
themselves as helpless suffering victims of an overwhelming invader. As 
discussed earlier in Chapter Two, this invader model derives from Plato, who 
identified the cause of melancholia as a black bile produced by rotting flesh and 
that attacks from the outside (Hamilton and Cairns 1987:1206:87a). Mailer’s 
representations of melancholia are a stark contrast to those models of depression 
based on an outside invader model of an illness or of a chemical imbalance 
attacking a helpless and passive victim. Such an invader metaphor is found in 
Andrew Solomon’s The Noonday Demon (2002), which represents melancholia as 
a vine smothering the oak tree, and in which the victim has a “pre-disposition” to 
depression; Solomon reasons that “everything that happens in the brain has 
chemical manifestations and sources” (Solomon 2002:18, 20, 21). This is in 
contrast to William Styron’s autobiographical account of depression, Darkness 
Visible: A Memoir of Madness (1991), in which he states that alcohol “kept my 
demons at bay” from swarming through his unconscious (Styron 1991:43). As 
discussed in the introduction, D. Galasinski argues that depressed men often 
describe their situation as powerless and their selves as prey to an external attack. 
This thesis, however, argues that the paternal injury is the dominant causal event in 
male melancholia and that the initial loss is triggered by further losses in the lives 
of the men, which render them as melancholics. Socialisation theories, such as 
those given in Civilisation and Its Discontents (Freud: 1929) and as represented via 
the literary genre of “naturalism”, focus upon the problem of society’s impact on 
the individual. Although in The Naked and the Dead Mailer dramatises the impact 
of social injuries upon the individual, Mailer’s perception of the wounding 
aggressor is primarily the father and the patriarchy; furthermore, the father acts 
with the approval of the mother. The subsequent paternal quest for omnipotence in 
his society is at the expense of the son. 
The Naked and the Dead dramatises Mailer’s vision of manhood. He is on record 
as claiming: “Nobody was born a man; you earned manhood provided you were 
good enough, bold enough” (Mailer 1968:25). As discussed earlier, theorists such 
as Gilmore and Real observe that the passage from boyhood to manhood is about 
ritual wounding, and Gilmore holds that hunting is a way of asserting masculinity. 
These views of manhood resonate with Mailer’s characterisations: all are 
wounded; all strive to overcome defeating circumstances; all have feelings of 
insecurity about their manhood. Croft, for example, is the Freudian archetypal 
hunter, and Roth fails as he longs for his mother’s arms. 
The Naturalist Novel 
Mailer’s The Naked and the Dead was first published in 1948. In this period the 
decline of naturalism had occurred and the emergence of modernism had led to
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novels that were less interested in a “slice of life” perspective and more interested 
in philosophical questions that dealt with the interior life. Existential thought, for 
example, influenced much modernist writing, focusing on the absurd world and 
the alienation of humanity through psychological, philosophical and political 
perspectives. It will be argued that although Mailer’s novels fit most comfortably 
within the naturalistic genre, there are indications in his denouements that 
existential elements are implicated. This analysis will also demonstrate that Mailer 
drew further on modernist philosophies in his implementations of Freudian 
perceptions. The Freudian influence is shown in understandings of the 
unconscious thoughts and motivations of characters, significant motifs and stories 
embedded within the text. 
Despite the impact of Freudian insights, the novel was initially understood within 
the framework of naturalism. This reception needs to be contextualised within the 
milieu of literary criticism that prevailed at the time of publication. ‘Naturalism’ is 
a contested term and interconnected with the terms of ‘romanticism’ and ‘realism’. 
June Howard points out that some critics use the words interchangeably, but 
argues that the particular elements of “pessimistic materialistic determinism” and
“squalid scenes” are the features that distinguish naturalism from realism (Howard 
1985:13). These elements of naturalism are features of Mailer’s novel. Howard 
posits that in realism readers experience events through techniques of objectivity 
and truth achieved by authorial self-effacement, whereas in naturalism readers are 
positioned as observers (Howard 1985: 12, 22). Philip H. Bufithis reinforces this 
latter view of objectivity. He asserts that the narrative voice of Mailer is that of a 
detached, omniscient observer conveying the “tribulations of war with almost 
scathing objectivity”. This objectivity is achieved, Bufithis explains, by Mailer’s 
shift of scene to prevent the reader from emotional involvement with a character, 
such as in the death of the sympathetic Hearn (Bufithis 1978:18).
Howard further quotes George Becker’s view that causality is essential for realism 
whereas the philosophical position of pessimistic materialistic determinism is 
essential for naturalism, which shows men caught in a net of no escape (Howard 
1985:13). This pessimistic determinism is exemplified in Naked and the Dead. 
This creates a framework for reading the text which opens up to Freudian and 
modernist analysis, but remains naturalist for the most part. 
There are four forms of naturalism, classified by Walcutt: pessimistic 
determination, optimistic affirmation, and romantic and scientific renditions. 
Pessimistic determinism is the most appropriate form for application to Mailer’s 
novel (Walcutt 1964:3). The consistency in the different forms of naturalistic 
writing, Walcutt states, is “the tension between hope and despair, between 
rebellion and apathy, between defying nature and submitting to it, between 
celebrating man’s impulses and trying to educate them, between embracing the 
universe and regarding its dark abysses with terror” (Walcutt 1964:17). 
Consequently, as Walcutt claims, the naturalistic novel contains “polar opposites”, 
meaning that these oppositions would be found in the tension between 
determinism and its antithesis (Walcutt 1964:29). 
Pessimistic determinism is portrayed in The Naked and the Dead in the influence 
of the war, as an effect of socio-economic and natural forces that overpower the 
human will. The themes of naturalism as defined by Walcutt are determinism,
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survival, violence and taboo (Walcutt 1964:20). The theme of violence is explored 
throughout the novel. There is also the theme of survival before the war, during 
the Depression era when economic conditions were dire. Mailer portrays the 
horrors of the Depression in a section of a chapter called “The Time Machine” that 
details the pre-army life, family and upbringing of each principal character. The 
imminent danger from the Japanese and extremes of tropical weather express the 
urgency of survival. Taboo aspects are documented in squalid scenes of floating 
condoms, Wilson’s venereal disease, and in details of the characters’ sex lives, 
including reference to the incest in Brown’s and Polack’s families. 
Mailer’s title The Naked and the Dead announces his philosophical position of 
pessimistic determinism and his view of human vulnerability in a world without 
protection from God. The book’s title has a particular meaning for Bufithis. He 
suggests that “naked” means that man/humankind is unprotected in the face of 
fate, without dependable support in a universe that reveals one certainty—death 
(Bufithis 1978:24). Bufithis posits that Mailer does not portray the “horror of 
war”, but the “void”: lack of love, justice or mercy (Bufithis 1978:24). He sees the 
novel as a conflict between the requirements of the self and the demands of 
society (Bufithis 1978:1). 
Radford expresses similar views, stating that Mailer uses the war situation to 
explore “man’s basic drives and psychic needs”. She interprets Mailer’s work as 
portraying “man’s primary drive” to gain power over other men and the natural 
world. She bases this view on Mailer’s drama of the soldiers facing death, 
“stripped naked by the experience” and forced to confront questions about God, 
the natural world and other men (Radford 1975:7, 8). This view is echoed by 
Bufithis, who suggests that Mailer’s “naturalistic” world is one in which the
individual is prey to certain forces, represented by the idea of “the lawless jungle”, 
over which he has no control (Bufithis 1978:19). Because of this, Bufithis argues 
that Mailer shows that “man” destroys himself while seeking to penetrate the 
mystery of existence (Bufithis 1978:19-20). The requirement of the self in 
naturalism, in Bufithis’s view, is self-knowledge. He interprets Mount Anaka as a 
metaphor of the unattainable self-knowledge that cannot be conquered (Bufithis 
1978:24). This view of the individual’s quest for self-knowledge would then imply 
that Mailer’s individual is a generalised version of all individuals. 
Mailer’s novel documents his male protagonists as the perpetrators as well as 
victims. Mailer’s characters must battle the exterior powers of nature and the 
consequences of political life. Bufithis identifies this conflict as being between the 
human will and an “eternal power”, as humanity battles against the forces of 
constraint or of institutional power (Bufithis 1978:132). Mailer’s characters battle 
the consequences of the Depression and the war, the weather and their peers. 
Bufithis describes this as the individual battling “to seize for himself a larger life” 
(Bufithis 1978:4). This conflict is the location of social determinism situated 
initially in Mailer’s description of family life. Bufithis describes these descriptions 
in “The Time Machines” as a panorama of a “contaminated America” of “social 
privilege, exploitation, poverty, racial bigotry and sexual decadence” (Bufithis 
1978:19). 
Radford contributes to this view of determinism, claiming that “The Time 
Machines” documents, primarily, that the soldier is a product of the home; that the
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war reveals the forces of a collective life that already exists; and finally that the 
platoon is a microcosm of the army as a whole (Radford 1975:13, 44). Radford’s 
claim is that the individual is in conflict with unknown forces; that the men are 
alienated from the war in that they have no understanding of the war or of an ideal 
that might justify their participation in it. She concludes that the soldiers are 
merely participants (Radford 1975:13). Radford’s word “participants” has 
connotations of unwillingness, ignorance and passivity. She cites the Army’s “fear 
ladder” in the book, privilege method for exerting control over the men by making 
them fear the leader, as a determinant of their passivity, along with the threat of 
the Japanese, the nature of the jungle and the weather conditions. In her critique, 
Radford’s language reinforces the naturalistic view of the men. She constructs the 
men as passive, overwhelmed victims in a fight for survival. She states the men 
must battle against these forces using their “animal desire to survive at all costs” 
(Radford 1975:12, 44). 
The Naked and the Dead is brought into the realm of the absurd, in the terms of 
Albert Camus’s The Myth of Sisyphus, by the resolving incidents of Dalleson’s 
hollow victory and Croft’s defeat at the disturbance of a hornet’s nest. The Myth of 
Sisyphus expresses life’s futility, portraying an individual suffering for the 
passions of this world (Camus 1975:107, 108, 111). In Ancient Greek myth, 
Sisyphus was condemned by the Gods to roll a rock up a hill only to have it roll 
over him and back down to the bottom just before he reached the top. He was 
cursed to repeat the labour endlessly, without purpose and without gain. This 
metaphor resonates with the fate of Mailer’s characters in the naturalistic world of 
the individual battling the “lawless jungle”, and also with Freud’s theory of 
pleasureless repetition in Beyond the Pleasure Principle (1920), which has been 
discussed earlier in Chapter Two. 
Walcutt’s definition of the chronicle of despair captures this mood: “the weary 
protagonist trudges across the dreary wastes of the modern world and finds . . . an 
early death” (Walcutt 1964:21). Each character battles for survival against the 
forces of the world in the contexts of family life, the quest for employment and 
army life. Walcutt claims that naturalism implies the liberating idea that scientific 
knowledge can release man from superstition, fear and the tyranny of tradition 
into a period of enrichment and fulfilment (Walcutt 1964:290). This is not enacted 
in the novel. Instead Mailer’s novel illustrates what Walcutt calls “the loss of 
faith in man revealed by contemporary authoritarianism” (Walcutt 1964:292). 
Cummings is the face of America’s fascist future. Mailer’s resolution of the novel 
can be understood in terms of the absurd as exemplified by Sisyphus, who in 
Camus’s rendition comes to know the extent of his condition. He realises that he is 
stronger than his “rock”. He can thereby become conscious of his fate and revolt 
against it. Sisyphus, though tortured, experiences victory in his knowledge that 
“there is no fate that cannot be surmounted by scorn” (Camus 1975:109). It is, 
however, a Phyrric victory in the case of Naked and the Dead. The resolution of 
Croft’s quest to dominate Mount Anaka is proved ridiculous by the event 
involving the hornet’s nest, which undermines his authority over the platoon. The 
Japanese Army collapses rather than being defeated by the US Army. The 
joyless“victory” the men experience is in the absurdity or “scorn” of the hornet’s 
attack and the banality of the Japanese collapse. The soldiers recognise the 
absurdity of the fact that the U.S. forces could not withstand an attack by hornets,
87
and could only defeat an army that self-destructed. It is a realisation that brings 
little comfort or happiness to the men. 
The metaphors of naturalism are at variance with the Freudian model. Naturalism, 
in the words of the critics, identifies “the lawless jungle”, “eternal power”, “forces 
of constraint” and “institutional power” as representing the world and affecting the 
helpless individual. The causal event of injury in the Freudian theory on 
melancholia, as noted, is a life experience perceived as an injury that is re-lived 
after being triggered by other outside events (Abraham 1924, 1965:460). The male 
melancholic’s battle is internal and rooted in the ambivalent love/hate he has for 
his father. The purpose of using the Freudian model is to explain the unconscious 
motivation of the melancholic, or to borrow the words of Juliet Mitchell, to 
investigate mental processes (Mitchell 1982:341). Employing a Freudian 
perspective, however, is not at odds with what Bufithis sees as naturalism’s goals, 
which are for the individual to gain self-knowledge and “to seize for himself a 
larger life” (Bufithis 1978:4). However, Radford’s view of the soldiers as 
participants with the animal desire to survive (Radford 1975:13) is not in concert 
with a Freudian analysis. The Freudian model in this thesis argues that the 
characters are certainly wounded by society, but that they are active agents rather 
than passive participants in their struggle to survive. The melancholic’s struggle 
for survival is not simply with outside forces but with their inner torment and 
conflict, which directs their emotions and behaviour. These men are repressed. 
Not, only, have societal pressures imposed a rational order (ego), and moral 
supervision imposed restraint (super-ego); it is also the case that childhood 
anguish and primal urges beaten into submission (id) re-emerge for these men in 
conditions of war. 
There are, however, points of similarity between naturalism and an argument 
based on a Freudian interpretation. “The Time Machines” constructs the social 
background and dramatises the paternal injury that impinges upon the lives of the 
characters. The naturalistic chronicle of despair documents the various attributes 
of the melancholic, culminating in the descent to despair and death. Naturalism’s 
polar opposites produce a dialectic or duality of outcome, whereas the 
ambivalence of the son’s love, as represented in the text, structures oppositional 
forces within the attitudes and behaviour of the character. 
Section Two
Personal Histories and Interior Damage: Fathers Who 
Thwart 
The Naked and the Dead portrays the inner experience of melancholia. This 
analysis will examine situations in which the son is thwarted by paternal 
aggression for supremacy, and detail the individual’s self-loathing and descent to 
despair. Mailer shows how this aggression occurs in the home and the workplace, 
the community and the army. The biological father and surrogates in the form of 
the employer, the exploitative politician, the government and the Great 
Depression, as well as the Judeo-Christian God, each injure the son. This work 
will detail the son’s emotional reaction, his view of self and the causes of the 
choices he makes to survive.
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This anlaysis will focus on the familial injuries of Croft, Cummings and Hearn. 
The case of Valsen highlights injury imposed by the employer; Goldstein and 
Ridges will be analysed as melancholics due to their belief in God; while 
Gallagher, Martinez and Roth are to be analysed as victims of their society. I will 
then proceed to detail Roth’s deteriorating melancholic despair. 
The Naked and the Dead situates the experience that leads to self-loathing in the 
context of the hunt, which in Gilmore’s view is an initiation into manhood 
(Gilmore 1990:116). The event of the father thwarting the small son triggers the 
melancholic rage. Sergeant Sam Croft documents this rage. Croft is a ruthless 
combative soldier, ambitious to lead and to kill. The first indications of Croft’s 
anger and violence are given at the very start of the novel. While loathing 
weakness, Croft accepts a loss when playing poker; yet ego losses quietly enrage 
him, and he threatens a soldier unrelated to the game who asks the men to be 
quiet: 
‘If you’re really looking for something, you can mess with me,’ 
Croft added. His speech was quiet . . . Wilson watched him 
carefully. 
This time the soldier who had complained made no answer at all, 
and Croft smiled thinly and sat down again. ‘You’re lookin’ for 
a fight, boy,’ Wilson told him. 
‘I didn’t like the tone that boy was using,’ Croft said shortly. 
(Mailer, 2006: 14) 
With the exception of the Mexican soldier Martinez, he seeks no friends and 
condemns those who desire being liked as “womanish”, by which he means weak 
and impractical and consequently incompatible with his view of masculinity 
(Mailer 2006:458). Paternal vying for superiority is played out in reminiscences of 
Croft’s boyhood. Croft’s father, Jesse, boasts that Croft’s personality resulted 
from his mother’s milk turning sour because that was the only way his stomach 
could take it (Mailer 2006:162). 
Sam Croft’s father Jesse is a personification of the negative aspects of the Laius 
complex, as extracted by Blatt (see Chapter One) from the Oedipal story. He 
gloats about his victory over his son; yet he boasts with pride about Sam’s history 
of violence, starting in childhood (Mailer 2006:165). Jesse openly discusses his 
son’s failed marriage to a “tomcat”, while lusting after his daughter-in-law. 
(Unbeknown to Croft, his wife had been sexually intimate with their ranch hands 
and one of his brothers). The disintegration of his marriage further inflames Croft. 
When his wife informs him that there is one thing at which he is not the best in the 
world, namely sex, he knocks her to the ground (Mailer 2006:167-8). Croft’s 
sexual impotence is a symptom of depressives (Abraham 1965:142-3 cited 
above). Croft joins the Army after a binge and lives his life smouldering with an 
“endless hatred” for everything (Mailer 2006:169). The source of Jesse’s pride in 
his son seems to be that he is aggressive and cruel. 
An alternate reading is that, as a father, Jesse has violated and thwarted his son as 
a boy, and as a man he emasculated him by desiring his wife and watching as his 
proxies, the hired hands and another son, copulated with her. An incident of
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thwarting occurs when Croft’s father takes him deer hunting when he was “an 
itty-bitty runt”. Croft disobeyed his father by not staying by the run, as he was not 
smart enough to track the deer. Instead he tracks a stag and, while taking aim, 
trembles with excitement, causing the gun’s sights to waver. As he steadies the 
gun to aim and fire, he hears someone else’s gun shoot and thus felling the deer. 
His father kills the deer. Croft is enraged; he had tracked the deer, so it was his, he 
reasoned. His father jeers that he should have stayed by the run where he was put. 
Croft tries to strike his father, whose punch to the mouth knocks him to the 
ground. His father holds him back, saying it would be ten years before he could 
“whop” his father (Mailer 2006:163). Croft’s father brags about his exploits to 
humiliate and infuriate Croft and prevent him acquiring this specific kind of 
‘manhood’ at an early age. 
Jesse’s abuse produces a hate-filled son who has hatred for himself and for others. 
As a soldier Croft strives for power and dominance over others to compensate for 
his defeat by his father. Croft is a construct, illustrating how the wounding father 
can create the melancholic man who must avenge himself against surrogates. 
The General Edward Cummings also has a melancholic injury, like Croft. His 
major symptom is his desire for omnipotence as compensation for brutal paternal 
humiliation. Paternal pride and superiority are motivating forces in Cummings’ 
father, which Cummings explains as man’s basic drive. The father is the 
wealthiest man in a mid-western town while his mother is a cultured Bostonian. 
At age seven his father discovers Cummings sewing. Cummings answers his 
father’s hostility and slap by asserting that his mother taught him. His father 
demands of his mother: “stop feedin’ him all these books, all this womanish . . . 
claptrap”. The boy from now on must act like a man (Mailer 2006:409). The nine-
year-old Cummings, enjoying parental discord, betrays his mother, by informing 
his father that she has taught him landscape painting. 
Cummings is estranged from his mother when, at age ten, he is sent to military 
school for nine years and then to West Point (Mailer 2006:410-11). Cummings’s 
acceptance in West Point is a matter of pride for his father who regards it as a 
justification of his cruel treatment. He seeks Cummings’s approval with the 
question: “Glad you went to military school?” Cummings refuses to validate his 
father with assurance that he will do his best. His father asserts, “You will if you 
are a son of mine”, showing his ownership of Cummings and his achievements 
(Mailer 2006:412). 
The melancholic symptom of a sense of superiority drives Cummings’s 
determination to succeed in his army career to the rank of general. An 
examination of his actions as a young officer documents this. Cummings’s inner 
turmoil extends into his marriage to a cousin. Within a year his wife reflects that, 
when it comes to sex, he “fights out battles with himself upon her body” (Mailer 
2006:419). Cummings, like Croft, has troubled relation with women (Abraham 
1965:142-3). The failures of his marriage, his attempts to ingratiate himself into 
drinking groups and poker games at the officers’ club, and affairs lead to his self- 
imposed isolation in devoting himself to “running his outfits” (Mailer 2006:421- 
2). This quest is evident in his astute attention to detail in his inspections of 
cleaning the mess floor and his training of his men to win gymkhanas. His 
determination to compensate for his failures directs his course of action.
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The well-intentioned Robert Hearn demonstrates how the melancholic’s reaction 
to his injury is to isolate himself and to challenge, but not to defy or dominate, the 
paternal figure. Hearn’s paternal injury is due to his parents’s belief that wealth 
and the prestige it buys satisfies every need in the child and the man. Hearn’s 
parents failed to identify his needs. To compensate for parental indifference 
Hearn, at twelve years of age, is sent to summer camp, where he redeems some of 
his uncooperative reputation by winning a boxing match. His father is ringside, 
yelling instructions. As Hearn leaves the ring his father attempts to hug him, 
stealing his limelight. Hearn rebuffs him (Mailer 2006:336). This forms the 
pattern of Hearn’s future behaviour, first with football peers and later with his 
choice of university as well as his course of study. He changes course to study 
medicine, of which his father approves, as the family can easily buy him a 
practice, so Hearn decides to do research to prove he will not be bought (Mailer 
2006:340). He becomes politically aware, thinks he is bisexual, rejects his father’s 
money, and supports himself by washing dishes (Mailer 2006:344-5). He rejects 
others too; one of his lovers identifies that Hearn cannot bear to be touched, 
reflecting the melancholic’s troubled relationships with women (Abraham 
1965:142-3 cited above). As a melancholic, Hearn, unlike Croft and Cummings, 
does not strive to avenge himself against his peers. Hearn’s self-loathing is such 
that he rejects and isolates himself from his father and his father’s wealth, social 
class and politics. Hearn has an ambiguous love-hate father-son relationship that 
is acted out in his relationship with the surrogate father General Cummings. This 
relationship, which represents Hearn’s inability to kill the father and his complex 
role as a surrogate father, will be analysed in the next chapter. 
Hobo Jungle – Wounding by Socio-economic Conditions 
The portrait of Red Valsen catalogues the Great Depression’s devastating impact 
on the working- man, with loss of employment and financial security, which 
endured until the outbreak of World War Two. Valsen is a portrait of inner hurt, 
self-loathing, fear of rejection, and self-imposed isolation. Mailer’s representation 
of Valsen clearly details the injury inflicted in a mining town in which the mining 
company owns everything – mine, rails, shops, homes, church and saloon – so 
that all profits in the town return to the mining company. The town in a valley of 
the Montana hills is a metaphor of social repression, represented by the words 
“All horizons end at the mine elevator” (Mailer 2006: 227). Valsen’s father is 
killed in a mineshaft explosion. There is the inflexible rule that if the father is 
killed the eldest single son works in the mine to support the family. Valsen is 
thirteen, but even so he is not the youngest employee using the drill and 
shovelling after an explosion. The depressing emotional reality of young Valsen’s 
initiation into the workforce and manhood is evoked in the line: “Puberty in the 
coal dust” (Mailer 2006:228). 
The Politician’s Betrayal 
Roy Gallagher, a melancholic, is wounded by his father, his ethnicity and his 
religion. His humiliation is complicated by the effects of the Depression and the 
antics of a local politician. Mailer’s picture of the social climate of Boston in the 
1930s is of a city ruled by the bourgeois and with a “sullen vicious temper that 
rides underneath the surface”; ethnicity is Irish, Italian or Jewish; politics are 
dominated by Roman Catholic interests against a perceived Jewish/Communist
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threat that wants war (Mailer 2006:272). The social and political conditions in 
Boston impinge upon the life of Gallagher, as shown in this scene at a political 
meeting: 
In the meeting hall, the air is hot and metallic from the heaters, 
and the smell of wet clothing is sour. He grits a cigarette butt 
into powder with his foot. 
All right, we’re in a war, men, the speaker says, we gotta fight 
for the country, but we don’t want to be forgettin’ our private 
enemies. There’s the foreign element we got to get rid of, that 
are conspiring to take over the country. There are cheers from 
the hundred men seated in camp chairs. We gotta stick together, 
or we’ll be havin’ our woman raped, and the Red Hammer of 
Red Jew Fascist Russia WILL BE SMASHING YOUR DOOR 
DOWN [sic]. 
That’s tellin’ him, the man next to Gallagher says. 
Yeah, Wat’s okay. Gallagher feels a pleasurable fury forming in 
him. (212) 
Family dynamics have injured Gallagher and left him angry. His education is 
truncated by having to leave school early to get a job. As a child, he is beaten by 
his violent, drunken father. He is also unable to relate to women in the way he 
wants to. He has seen his fearful and gentle mother being knocked to the floor by 
his enraged father and then ordered to be quiet. When his wife Mary dies, 
Gallagher, though clearly deeply affected by the loss, is unable to mourn in an 
open or healthy way, as he does not know how: 
Gallagher’s numbness continued. In the days that followed the 
news  of  Mary’s  death  he  worked  furiously  on  the  road, 
shoveling without pause in the drainage ditches, and chopping 
down tree after tree whenever they had to lay a cordurouy . . . 
Wilson would hear him shuddering in the middle of the night, 
and would throw his blanket over him, clucking to himself at the 
misery Gallagher was undergoing. Gallagher showed no sign of 
his grief except that he became leaner and his eyes and eyelids 
were swollen (213). 
Gallagher’s ambition to improve himself induces further wounding. He is a victim 
of a set-up planned by a local politician who is a surrogate father figure. During 
the Depression Gallagher seeks a better future and solace in joining the 
Democratic Club, which offers prospects for those who contribute. The Club and 
its politician, Steve Macnamara, are waging a propaganda war of fear against 
Jews and communists who were scapegoats for the problems of the day (Mailer 
2006:275). Macnamara flatters Gallagher, commenting that he is “going places”, 
and offers him a special position with an organisation not exactly tied to the Club. 
The organisation is the shady Christians United (CU) whose aim is to fight 
“International Jews” who allegedly want to “bring us communism” (Mailer 
2006:277). However, Macnamara then denies Gallagher the position of “the
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election captain”. Gallagher has been set-up with promises of hope in a no-win 
situation by Macnamara, the surrogate father. 
Gallagher, like most melancholic people, is obsessed by noting the fact of 
injustice, which in his case is seen in how he has missed opportunities in life. He 
believes the Club should have intervened and given him employment in the police 
force or the post office, but these positions went to men who were Jewish. As a 
means of avenging himself he hates the “couple of fugging Yids in the platoon” 
(Mailer 2006:101). There is a father/son love-hate relationship between Gallagher 
and the Club. When angered by his wife, Gallagher returns to the Club and 
supports their propaganda. On returning home drunk, he is belligerent to his wife 
though he is not violent in the vein of his father (213). 
The Freudian model explains this ambiguous love-hate relationship with the 
father. It is evident in the behaviours of the melancholic male characters discussed 
so far. Croft never trumps his father; Hearn and Cummings fail to gratify their 
fathers but do not challenge or defeat them; and Valsen cowers and runs away, 
never joining or confronting authority figures. Gallagher hates what has happened 
to him but he cannot fully sever ties, especially when he has no one to turn to. 
Anti Semitism, Ambivalent Love for God and Melancholia 
Mailer represents the idea that faith in the Judeo-Christian God injures men who 
maintain their ambiguous relationship with their God. The melancholics who have 
belief in God are Joey Goldstein, a Jew, and Oscar Ridges, a Christian 
fundamentalist. These men differ in the manner of their wounding, but they are 
similar in their adherence to their faith, their submissive obedience to authority 
and in their bitterness towards God—one for God’s non-intervention, and the 
other for His unwelcome intervention. Both men exhibit the melancholic trait of a 
sense of injustice. 
Goldstein and Ridges portray the effects of subsequent injuries after the initial 
unconscious melancholic injury sustained in infancy, which induce the increased 
severity of melancholic symptoms. These obedient men identify their faults, 
reproach themselves, and retreat into isolation. They are highly sensitive to the 
injustice of blame, and work to avoid others’ recriminations: Ridges avoids 
personal responsibility; and Goldstein efficiently works to rectify situations. 
Significantly their families have raised these men with a devout belief in the 
power of the Judeo-Christian God. God’s indifference to the fact of anti-Semitism 
inflames Goldstein’s melancholic sense of injustice, whereas the intrusion of God 
aggravates Ridges’s fear of further criticism. Throughout most of the novel, 
Ridges displays an attitude of resignment and obedience to what he sees as God’s 
will. Later in the narrative, however, he is deeply shaken in an episode in which 
the platoon loses one of their men, Roth, in a pointless death. In the aftermath, his 
true view of God as a deceitful and cruel father emerges: 
All his life he had laboured without repayment; his grandfather 
and  his  father  and  he  had  struggled  with  bleak  crops  and 
unending povery. What had their work come to? “What profit 
hath a man of all his labour when he laboureth under the sun?” 
The line came back to him. It was a part of the Bible he had 
always hated. Ridges felt the beginning of a deep and unending
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bitterness. It was not fair. The one time they had got a decent 
crop it had been ruined by a wild rainstorm. God’s way. He 
hated it suddenly. What kind of God could there be who always 
tricked you in the end? 
The practical joker. (Mailer, 2006: 510) 
His prior obsequiousness was not purely an act of religious love, but of fear. The 
reactions of both Goldstein and Ridges to the forces of religion and faith are 
interior and inflicted upon themselves. 
Goldstein is a portrait of a melancholic injured by social slights, of not being 
treated as he feels is his due, indicating both a sense of superiority and 
ambivalence. The injustice of this situation triggers his initial wound. Goldstein is 
angered by what he identifies as God’s indifference to the plight of the persecuted 
Jews; it is a God who does not intervene.4 Goldstein is exasperated by what he 
calls the “anti-Semiten” (Mailer, 2006: 216). He becomes incensed that the other 
soldiers, non-Jews, do not like him because he is a Jew. He believes he is a good 
soldier who works harder and more efficiently than others, thus demonstrating his 
responsible attitude, which Sergeant Croft never recognises. Croft is a proxy for 
the fatherly God who does not recognise an individual’s good deeds. 
Ross’s metaphor of the Laius complex articulates how guilt and submission “act 
as a father’s internal proxy, as slave masters obscuring” parental cruelties (Ross, 
1988:404). Goldstein’s self-preserving silence gives the outward impression that 
he belongs to the main group. Within himself, he not only knows that he is a 
victim of anti-Semitism but also that he is a victim of his guilt, due to his 
cowardly acquiescence before the group and his shame over fear of exposure and 
further anti-Semitism. This is an attempt to be a part of the group in an act of 
complicit masculinity. Consequently, in excluding himself from the group he is 
punishing himself. Goldstein consoles himself with the view that Jews are a 
“harried people beset by oppressors” who must travel “from disaster to disaster . . 
. not wanted and in a strange land” (Mailer 2006:493). This diverts his attention 
from his complicity in the prejudice against Jews. Goldstein portrays the 
melancholic traits of self-reproach exhibited in a superior attitude and a 
heightened sensitivity to injustice; these feelings are a means of avenging himself 
for his defeat before the father figure. 
Goldstein has problems with women (Abraham 1965:142-3). Goldstein notices his 
wife’s “lukewarm” responses to lovemaking following the birth of their son 
(Mailer 2006: 491). As a melancholic he sees himself as the sinner, the one 
contributing to the cause. This is also in accord with Abraham’s views (Abraham 
1965:455). Her Caesarean scar exacerbates his anxiety. With dread he rejects his 
wife’s caress because to him it is maternal (Mailer 2006:490). 
The melancholic does not rebel. The character Oscar Ridges is a Christian 
fundamentalist and thus an evident contrast to the Jewish Goldstein. Ridges 
cannot rebel against the authority of his father, his God (despite his distrust and 
resentment towards God), his senior officers or even his peers. His melancholic 
symptoms give an indication of his inner thoughts and reasoning.
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Ridges’s attitude to the Christian concept of God exemplifies his ambivalence to 
the surrogate father. Extreme poverty on a Mississippi farm and a literal faith 
shaped him. His virtues are that he is merciful to others and that he has a sense of 
injustice. He has a wariness, or melancholic sensitivity; his expression suggests 
that he thinks a practical joke is being played on him (Mailer 2006: 45). This is 
evident when his laughter is ridiculed; consequently he “chastens” it the next 
time. He perseveres when Stanley goads him by kicking sand into the foxhole he 
is digging (Mailer 2006:40). He shows an ambivalent love towards God, like a 
son towards a thwarting father. As shown earlier, late in the novel he articulates to 
himself his resentment towards God for being a “practical joker” when thinking of 
the incident when a storm wiped out his family’s crops. However, on an earlier 
occasion he thinks of the same storm and displays acceptance of the misfortune. 
He remembers his father’s words: “if the good Lord sees fitten, it’s taken away in 
a storm” (Mailer 2006:105). Ridges’s acquiescence and prayerful respect before 
God here has a dual meaning: it is cringing in fear to prevent further humiliation; 
and it removes from him personal responsibility, which means others cannot 
criticise him and increase his burden of self-criticism. 
By the end of the book, Ridges’s outward acceptance of God’s will has been 
shaken as he has come to understand that good behaviour is no guarantee that 
further punishment will not be meted out. Significantly, though, although he is 
angry with God after trying to earn favours, he does not reject God—his abusive 
surrogate father. 
Marginalisation of the Ethnic Other 
As a Texan of Mexican origin, Sergeant Julio Martinez is an outsider. He grew up 
in the Mexican quarter of San Antonio, a city in which the hegemonic white 
majority marginalizes the Mexican population. As a melancholic he punishes 
himself by making himself cower in submission, out of fear of further humiliation. 
Martinez is a representation of the melancholic subjugating self to the dominant 
forces of society. 
In his civilian life before the war, he was given limited employment opportunities. 
His status was underlined by the contemptuous manner with which the customers 
address him in his place of work, a “hashhouse” (a fast food enterprise selling hot 
dogs). He is addressed as “boy”, and he must reply, “Yes sir”. Martinez has the 
“all-American” dream of being a hero: a pilot, a lover or a financier. In Texas he 
can only work as a bellhop, pick cotton, or serve as a counterman in a hashhouse; 
he cannot be a doctor, lawyer or big businessman (Mailer 2006:70, 71-2). A street 
girl initiates his sexual life at fifteen. A later arranged marriage (to a different girl) 
does nothing to placate his desire to have affairs with wealthy white protestant 
girls. This is part of his image of what it is to be a hero. Being a hero, he believes, 
will placate his inner turmoil and avenge him. 
Joining the Army is a means to becoming a hero. Martinez’s meticulous care of 
the horses and the equipment, and his good manners, earn him the position of 
orderly to a lieutenant. The Lieutenant’s wife contemptuously and incorrectly 
calls him “Hooley” instead of “Julio” (Mailer 2006:73). His fear is ever present. 
When he is made Corporal, believing the men will not take orders from a “Mex”, 
he controls his nerves by telling himself to be “firm and aloof”, that he “screws”
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white protestant girls and he will be a good “noncom” (Mailer 2006:74). Martinez 
is warmed by Sergeant Brown’s comment that he need never be ashamed “when 
you tell someone you’re a Texan”. However, he does not say he is a Texan out of 
fear of rejection. He is always afraid of the look that the tall white men may give 
him and cowers before their contempt for Mexicans. He is eventually made a 
Sergeant, his version of becoming a hero (Mailer 2006:74-5). Martinez realises he 
has the suppressed contempt and anxiety of the servant who knows he is superior 
to his master (Mailer 2006:464). 
A Melancholic’s Despair 
Mailer portrays Herman Roth as a melancholic, deteriorating towards despair 
while enduring major losses that trigger his original slight. In the terms of 
naturalism, defined by Walcutt, his portrait is a “chronicle of despair”. The 
hopelessness of his plight, similarly with the other characters, strengthens the 
“proof of determinism” (Walcutt 1964:211, 25). Roth’s reactions are interior in 
his feelings and reasoning. Roth sees himself as repeatedly injured by society. He 
tortures himself to the point of accepting death. Freudian theory argues that 
suicide intentions are impulses to murder others, which are turned back on the self 
(Freud 2005:212). The Army experience intensifies Roth’s pessimism and 
depressed mood, culminating with his despair on the mountain. The losses due to 
his internal conflict over his Jewish identity, his lack of success with his college 
education, and his assignment to the reconnaissance platoon trigger the initial 
melancholic wound. Roth and his peers are equally aware of his faults; others 
disparage him as he disparages himself, intensifying his self-hatred. 
Roth typifies a melancholic’s thoughts and actions, with worsening self-criticism 
culminating in despair, self-isolation and death. This is an internal process 
perpetuating self-wounding. Even near death, Roth does not see himself as 
helpless before an invader; he attempts to understand why the men deride him. 
Roth interprets social discrimination as his fault, which reflects his melancholic 
self-reproach. Knowing little about Judaism, Roth is a sharp contrast to Goldstein. 
His parents viewed religion as “old wives tales” (Mailer 2006:62). Aside from the 
issue of faith, Roth rejects his Jewish identity as an accident of birth. Roth defines 
himself as an American. He resents the dislike that Sergeants Croft and Brown 
have for him. Roth rejects Goldstein’s impatient explanation that they hate him 
because he is a Jew (Mailer 2006:478). Roth, a victim of anti-Semitism, maintains 
that the Sergeants do not like his personality. Roth maintains this belief, because 
he believes he is unlikeable. 
The portrait of Roth documents two forms of consolation for the melancholic: 
remembrance of family at home, and the longing for a friend to counter his 
impulses to isolate himself. Yet these experiences bring, with their happy 
memories, personal anxieties of self-reproach. On meeting Goldstein, Roth feels 
he has found a friend, “a kindred soul”, someone who would never be cruel and a 
fellow Jew; both have wives and a son. They exchange family photographs. These 
evoke gentle warm memories of Sunday mornings when his wife would put the 
baby in bed with them. The son would climb on his chest and pull at his chest 
hairs. Remembering his child “cooing with delight” gave him a “pang of joy”. Yet 
when his son did this at the time, Roth was irritated at having his sleep disturbed
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(Mailer 2006:63). Roth demonstrates simultaneous impulses symptomatic of the 
Laius complex: tender fatherly love and an outburst of rage (Pollock and Ross 
1988:395). Roth realises that this experience was so precious he could only tell it 
to a man, Goldstein, for whom he had “a flush of warmth” (Mailer 2006:63). 
Roth embodies the melancholic self-reproach that accompanies disappointment. 
He is a loner and feels ill at ease with his bunk buddy, who is a much younger 
man. He desires serious conversation. On conversing with Goldstein he feels 
comforted; he has met someone who likes him. They had similar experiences of 
their wives’ disinterest in sex. Goldstein says: “It (sex) doesn’t mean as much to 
them” (Mailer 2006:58, 64). This scene demonstrates the melancholic’s 
helplessness in facing the deterioration of his relationships (Walcutt 1964:21, 24). 
When Goldstein’s bunk buddy, Wyman, returns to their tent, Roth realises that 
Goldstein has a buddy. Feeling no longer wanted, and punishing himself, he 
leaves in spite of being invited to stay. Roth, isolating himself, dismisses 
Goldstein’s friendliness, saying it is “Just a surface part of his personality” 
(Mailer 2006:65). 
Roth represents the melancholic awareness of injustice (Abraham 1965:455). Roth 
is keenly perceptive with a superior attitude, which is symptomatic of 
melancholia, as noted (Abraham 1965:455). Roth’s perceptions of injustice are 
events that he torments himself with. He comments to Goldstein that the enlisted 
men were packed “like sardines” on the ship that brought them to Anopopei, 
whereas the officers were accommodated in state rooms to make them feel 
superior (Mailer 2006:60). He sees the injustice in the Army making him, a man 
of thirty-four, carry heavy boxes in the tropics (292). Yet, Roth is also guilty of 
injustice. When he did find employment as a rent collector, he terrorised the 
defenceless elderly tenants, enjoying his power and blocking any impulse towards 
sympathy. Yet he was upset when tenants abused him (634). The melancholic 
does not like it when his standards are applied to him (Abraham 1965:455). 
Melancholic self-criticisms can develop into persistent destructive self-hatred. 
Brown, Stanley, Croft and Ridges independently criticise Roth. Because he 
believes that Brown and Croft dislike him, Roth accepts all blame, giving him a 
“corrosive sense of failure that always dogged him” (Mailer 2006:473). 
Consequently he wants to be in foetal position and shut the world out to isolate 
himself (478). A catalyst for Roth’s further decline, which crystallises his despair 
and his isolation from the others, is the incident of the injured bird (528). While 
cutting stretcher poles to carry the mortally injured Wilson through the jungle on 
the Mount Anaka patrol, Roth finds a tiny bird with a crippled wing. Pouring his 
affection onto it and calling it “baby” enables Roth to recall when his son tugged 
his chest hairs. The bird and Roth are the focus of attention, which Roth enjoys 
but which enrages Croft, who crushes the bird’s head, in spite of Roth’s pleading. 
Croft’s cruelty outrages the men. 
The plight of the melancholic, who in despair longs for a friend to ward off self- 
destruction, is played out in the last days of Roth’s life, during the patrol at the 
base of Mount Anaka. Mailer portrays Roth in a continual state of self-torture, 
heading towards despair and self-destruction; he is sensitive to every slight. In 
Freud’s words, “the super-ego is a pure culture of the death instinct, and in fact it 
often enough succeeds in driving the ego into death” (Freud 1995:654). Roth is
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overwhelmed with “self-pity”, “gratitude” and “warmth” that Valsen defended 
him before Croft over the bird’s killing. 
Roth’s chronicle of despair leads him from intense depression to the moment of 
death. In the exhausting climb up Mt Anaka after Hearn’s death, Roth continues 
to attack himself, diminishing his physical and emotional strength. He absorbs 
each insult and reproof with increasing pain. He has failed to build a protective 
shell of indifference, instead becoming more sensitive (Mailer 2006:657). Roth’s 
rejection by the other men, causing loss of self-esteem, intensifies his self- 
abasement and his inner retreat. He imagines his son would reject him too. This 
inner reaction of Roth coincides with Ross’s view that the boy reminds the father 
of his own failures and limitations (Pollock and Ross 1988:399). 
Roth’s culminating loss is his loss of reputation, the derision of his peers, in ways 
that resonate with Burton’s comment from the sixteenth century: “a blow with a 
word strikes deeper than a blow with a sword” (Burton 1977:339). All losses are 
significant, as Abraham asserts, and subsequent losses derive their importance as 
repetitions of the original loss (Abraham 1965:460). Roth dies in his attempt to 
climb Mt Anaka, when he falters making a jump and fails to grasp Gallagher’s 
outstretched hand. 
Melancholic Longing: That Ideal Unrealisble Friendship 
Mailer’s characters seek friendship even though their relationships with wives, 
mothers, siblings and lovers are dysfunctional. Events in the lives of Goldstein, 
Roth, Ridges and Valsen show not only their longing but their fear of rejection; as 
a consequence they isolate themselves. Roth warms to Goldstein’s friendship but 
retreats at the arrival of Wyman. An incident in which the men pick over Japanese 
corpses (Mailer 2006: 465) underlines loneliness and death, whereas the actions of 
Goldstein sharing a drink with the exhausted Ridges on the beach give a glimmer 
of hope for the melancholic’s longing (Mailer 2006: 380). 
Friendship, military camaraderie or humane feeling is virtually non-existent in 
Mailer’s view of the experience of the Depression and war. Men, melancholics, 
living for themselves and their survival, are unable to reach out and risk rejection 
to form the bond of friendship. All have failed this, most notable in Valsen’s 
rebuff of the desperate Roth. Mailer presents two incidents that metaphorically 
contrast the action required for friendship. There is the search for souvenirs 
among the dead Japanese following a binge on jungle-distilled whisky, and 
Goldstein’s gesture towards Ridges on the beach as described above. 
Sons and Surrogate Fathers 
Freud’s Mourning and Melancholia (1917) states that the melancholic “. . . may 
as far as we know have come quite close to self-knowledge, and we can only 
wonder why one must become ill in order to have access to such truth” (Freud 
1917, 2005:206). On melancholia’s “conflict of ambivalence”, Freud states that 
“in melancholia a series of individual battles for the object begins, in which love 
and hatred struggle with one another, one to free the libido from the object, the 
other to maintain the existing libido position against the onslaught” (Freud 1917, 
2005:216). Freud continues that the process of ambivalence “represents itself to 
the consciousness as a conflict between one part of the ego and the critical
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agency”, that is, the super-ego (Freud 1917, 2005:216). Finally, Freud stresses 
that ambivalence is “the driving force of the conflict” (Freud 1917, 2005:217). 
It is noteworthy that The Naked and the Dead portrays this condition within the 
context of actual or surrogate father-son relationships. This section explores the 
psychological repercussions of these initial interior injuries, which are triggered 
into memory from the repressed sanctums of the id by later injuries, defeats and 
humiliations inflicted by other individuals and by society. The melancholic in 
literary narratives is defined by Anita Sokolsky as having “the prestige of an 
affliction which cannot be meliorated” and that “the melancholic cannot be 
persuaded that he or she is afflicted” (Sokolsky 1994:130). 
The vying for dominance between Mailer’s men dramatizes what Freud and 
Abrahams identified as melancholic symptoms. Those possessing such a condition 
will at times feel better than others; they will be focused on the injustices of 
society; and they will also be able to see with insight into issues pertaining to self 
that are not usually discussed (Freud 1917, 2005:208 and Abraham 1924, 
1965:454, 455). Melancholics strive for dominance, which they act out through 
surrogates. Cummings’, Hearn’s and Croft’s outcome is either the demise of the 
father or the crushing of the son. Hearn is to some extent disadvantaged in 
comparison to Croft and Cummings, both of whom expertly manipulate the 
Army’s “fear ladder”; Hearn mistakenly thinks his personal qualities of 
intelligence, charm and “the buddy system” will help his cause. Hearn’s belief in 
these qualities is misguided. These characters are seen to enact the theories of the 
Laius complex and Freud’s “masculine protest”. 
The son attempts to avenge himself, in the face of his defeat by his father, by 
dominating peers and subordinates and by attempting to challenge the authority of 
father figures. The son’s need for dominance ameliorates his severe self- 
reproaches, which are criticisms against the father turned back upon his ego 
(Freud 2005:208). The son can gain and ruthlessly maintain superiority over those 
he considers inferior, yet it is impossible for him to achieve this over a surrogate 
father. In his struggle to maintain dominance, the son requires the authority of 
rank and a compliant friend as ammunition. 
The Cummings-Hearn relationship demonstrates the complexities of the striving 
for dominance between men of different rank and the seeking of a subordinate 
friend, disciple and compliant lover. It is a relationship that cannot be one of 
equality; it must be a master-dog relationship. The subordinate attempts to reject 
his assigned role in a rebellion against this demeaning relationship. 
Hearn’s troubled relationship with Sergeant Croft is an outcome of the failure of 
the Cummings-Hearn relationship. It catalogues the battle for dominance by a 
novice leader, a defeated son in civilian and army life, pitted against a power- 
hungry sergeant who is thwarted in childhood by his father. 
Hearn’s need for a substitute father/lover is activated when Cummings summons 
him from a poker game with peers in the recreaction tent. This incident leads to 
Hearn’s eventual demise. This analysis will focus on Hearn’s need for a father and 
his need to defeat the father. This section will examine the events that activate 
Hearn’s expulsion by Cummings, resulting in his appointment as a platoon 
commander. This summons is the common origin of both events.
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Cummings and Hearn: Father Dependence – An Ambivalent Love 
Hearn is a model of melancholic intolerance of others, by virtue of his keen 
perception of their weakness and inconsistencies. His interior senses of superiority 
and injustice impinge upon his thinking process and form his attitude to others 
(Abraham 1924, 1965:455 and Freud 1915, 1995:575). He dislikes others, 
whereas others “love” to see him humiliated (Mailer 2006:77). As a second 
lieutenant, his position is jeopardised by being chosen over more senior officers as 
the General’s aide. General Cummings, a “tyrant with a velvet voice”, chooses 
Hearn as he: “needs an equal intellect to understand him” (Mailer 2006:86). 
Cummings’s vanity needed a confidant and an audience for his non-military 
theories. Hearn, on the other hand, longs for the distinction of being the General’s 
confidant as he has a father dependency. 
Two comments encapsulate and establish the multifaceted ambivalent father-son 
relationship between Cummings and Hearn. “Go ahead, run to poppa,” gibes 
Hearn’s poker partner, when Cummings summons him from the officers’ 
recreation tent with “I need you”. Hearn, with self-deprecating humour, responds 
with, “My master’s voice”, lessening his feelings of humiliation and inner fear of 
exposure in front of his peers (Mailer 2006:176). 
The next moments introduce the unuttered mutual sexual attraction, as marked by 
two incidents of body collisions in the dark outside the tents. There is the first 
bodily collision due to Cummings waiting outside the recreation tent, when Hearn 
thought Cummings had returned to his own. The second collision occurs outside 
Cummings’s tent due to a misunderstanding as to who is to enter first, with Hearn 
treading on Cummings’s foot and causing an exclamation of pain or annoyance 
(Mailer 2006:177). It can be argued that unconscious sexual motivation 
determined these encounters. Hearn interprets Cummings’s motivation as a need 
for company. Hearn’s dual reaction of gratification at the summons, and self- 
disgust for being pleased, authenticates the ambivalence referred to earlier (Mailer 
2006:178). 
Melancholics try to appease their inner criticisms. As well, melancholics have to 
accommodate their quest for friends, like-minds, disciples and lovers. With 
Cummings and Hearn, ambivalence motivates both men: for Hearn, there is 
ambiguity around whether to challenge or acquiesce; for Cummings, the 
ambivalence revolves around whether to concede or crush. Cummings requires a 
friend to whom he can confide his secrets and expound his fascist theories (Mailer 
2006:86). Cummings asserts his superiority of rank by reminding Hearn that he 
had been a “damn fool” with Conn. Hearn agrees, first admitting, “I suppose so”, 
and then moving to a fuller admission of guilt: “I guess I did, sir; I realised that 
afterwards”. This modification by Hearn is an attempt not to strain the 
relationship. 
The son’s melancholic ambivalence will attempt to block the father, thus igniting 
their conflict. The father’s actions can also be interpreted as spiteful revenge 
against a love object that refuses to submit to his authority in order to prove 
worthy of the father’s or master’s love and patronage.
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The Cowering Son: The Chess Game and the Cigarette Butt 
Mailer’s metaphor of the chess game dramatises two men (Cummings and Hearn) 
vying for power. In both cases both men give off ambivalence and covertly 
indicate their mutual sexual attraction. Ross’s Laius complex highlights the 
duality of inner motivation in the father: he loves his son, engaging him in 
storytelling and games, and at the same time he can hurt and destroy him (Ross 
1984, 1988:395-6). Cummings and Hearn, as adult men, play out this drama in 
surrogacy. There is the summons from the poker game in the mess tent. It is the 
father figure, denying the son his success and pleasure. There is the collision of 
bodies in the dark, suggesting a taboo area of bodily contact. 
Mailer’s scene of the officers’ late night poker game is metonymic, implying 
sexual overtones with the use of the words “stripped” of their shirts, with images 
of the heat and smoke, with descriptions of the intimacy of the game and the 
shared pleasure of men at play without a censoring father figure (indulgence 
without a super-ego). Hearn is summoned from the game and his winning streak 
by Cummings who acts out the castrating father denying access to normal 
expression of manhood. 
The purpose of the summons is to play a game of chess. Hearn, allocating himself 
to the inferior role, tells Cummings he will not give him “much of a battle” 
(Mailer 2006:183). This is a gesture to maintain the relationship. Both men 
acknowledge they see an unspoken sexual element to the game. Hearn is 
perceptively aware that if someone walks in and sees them playing chess it will 
“be a pretty sight” (Mailer 2006:183). Cummings suggests it would be 
“clandestine” and Hearn thinks it is vaguely indecent. Hearn knows it would be 
disastrous for him to win (Mailer 2006:184). 
The father cajoles the son to accept his rules to show his superiority, but  they 
engage in a debate over the management of men. It is Cummings’s view that in 
the army the enlisted man must feel inferior and afraid. Hearn opposes, because 
the man on guard duty outside may turn the machine gun around. 
The Cummings/Hearn ambivalence is blurred with mutual sexual attraction and a 
shared antagonism towards their female sexual partners. At the conclusion of the 
chess game Cummings confesses that his wife is a “bitch” who has done 
everything she can to humiliate him. The perceptive melancholic Hearn has two 
responses to this comment: he coldly analyses the impact of belittling Cummings; 
and so in the first instance he does not provide sufficient sympathy. Cummings’s 
self-pity amazes Hearn, whose sympathy is superficial and inadequate. Cummings 
perceives injustice and accuses Hearn of being inhuman (Mailer 2006:187-8). 
Hearn has a warning thought that Cummings is about to caress his knee. It is 
uncertain whether this is a reliable perception or whether he is attributing to 
another his own desire (Freud 1915, 1995:575). 
The melancholic symptoms of superiority, sensitivity to injustice and ambivalence 
can incite a conflict in which the surrogate father murders the surrogate son. The 
son is murdered because, being undermined by his unconscious ambivalence, he 
assumes the inferior position, cowering in fear in accord with Ross’s observations 
regarding the son’s submission (Ross 1984, 1988:404). Hearn and Cummings’s 
love-hate relationship culminates in the incident of the cigarette butt (Walcutt
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1964:20), in which Hearn grinds his cigarette butt into the floor of Cummings’s 
tent in an act of rebellion (Mailer 2006: 320). Hearn exemplifies melancholic self- 
knowledge in this act (Freud 2005:206). 
This is Hearn’s revolt against paternal discipline. Cummings’s view is that any 
resistance to Army discipline must be destroyed. Upon his return to his tent 
Cummings is aware something is wrong, and eventually he notices the crushed 
butt and match. His bowels react with a “twinge of diarrhea” (Mailer 2006:323). 
His view of Hearn is altered from seeing him originally as a brilliant mind similar 
to his own to nothing but a “vacuum with surface reactions” (Mailer 2996:324-5). 
Cummings now loathes Hearn and bitterly regrets his one mistake, his one 
“indulgence” of confiding in Hearn that his wife was a bitch. Cummings’s self- 
torture over the issue is evident: “he writhed at the memory, revolted with himself 
for that temporary weakness” (Mailer 2006:324). It is questionable whether 
Cummings’s self-disgust is due to the comment about his wife or whether it refers 
to his shame and regret over his sexual attraction to Hearn and the concessions he 
made to tempt him. Cummings experienced Hearn’s rebuff as a slight, which 
intensifies his need for vengeance. 
Cummings sends for Hearn, ostensibly to expound his theories on war and power. 
Then, he enacts a power-play (Mailer 2006: 330): 
Cummings tossed his cigarette at Hearn’s feet. ‘All right, Robert, 
suppose you pick it up,’ he said quietly. 
There was a long pause. Under his breastbone, Cummings could 
feel his heart grinding painfully. ‘I hope, Robert, that you pick it 
up. For your sake.’ Once more he stared into Hearn’s eye. 
And slowly Hearn was realizing that he meant it . . . ‘If you want 
to  play games,’ he  said. For the  first  time  Cummings could 
remember,  his  voice  was  unsteady.  After  a  moment  or  two, 
Hearn bent down, picked up the cigarette, and dropped it in an 
ashtray. Cummings forced himself to face the hatred in Hearn’s 
eyes. He was feeling an immense relief. 
Hearn had been confident he would not yield to Cummings, yet at the crucial 
moment his fear failed him. Hearn could not crush Cummings; he was defeated by 
his ambivalence in the face of the substitute-father. Melancholics fail to live up to 
their ideals. Hearn’s acquiescence is contrary to his beliefs of never letting anyone 
violate his integrity; but fear made him yield – hence his self-contempt (Mailer 
2006:332). Melancholic self-reproaches of loss and spite plague Cummings. It is 
speculative whether Cummings would have held a court-martial if Hearn had been 
insubordinate. He would have had to face the disgrace of an appeal and the fact 
that he could not control his officers (Mailer 2006:403). Had Hearn refused to 
pick up the butt, it can be surmised that Cummings would have backed down and, 
out of personal weakness, indulged Hearn out of his longing for a sexual friend. 
After a week Cummings admits to himself he has “certain regrets, certain urges”, 
tempting him in regards to the “expressionless” Hearn. Cummings still holds 
Hearn as “the object of his desire” over which “he exercises ownership” 
(Abraham 1965:425-6). He both rejects and retains the object. In the melancholic 
this expulsion of the object is signalled to the unconscious mind “in the sense of a
102
physical expulsion of faeces” (Abraham 1965:426). Cummings had diarrhoea and 
felt its twinge on seeing the butt soiling the floor, just as consequently he crushed 
Hearn. Paradoxically, he also retains Hearn close enough to keep an eye on him, 
expressing his ownership of him. The depth of feeling of the sexual attraction is 
equalled by the intensity of the vindictive punishment. 
Hearn and Croft: Competition among Men 
Hearn has a further conflict with Croft over who he has made senior. The Hearn-
Croft conflict focuses on Croft’s desire to regain dominance of the platoon that he
had formally led. Again, the thwarted son’s desire to kill the substitute father is 
played out in the Hearn-Croft conflict. Hearn’s transfer to platoon commander 
causes Croft’s impulse to kill Hearn (Mailer 2006:441). As Croft’s father says of 
him at age twelve, there was no way Croft could stand to be beaten (Mailer 
2006:164). Being defeated as a man is a subsequent loss triggering the original 
wound. 
Different metaphors for constructing knowledge reveal diverging views of Croft 
and Hearn. Radford views Croft as representing free homosexual desire, unlike 
Cummings. She also argues he is unequalled in leadership, courageous, enjoying 
and desiring power, and is able to accept the fear ladder. She believes he is heroic 
because he hopes to conquer the mountain and the elements by sheer willpower 
(Radford 1975:9, 47). A Freudian approach interprets Croft otherwise; he is a 
manipulating coward and a murderer of the weak and unarmed. His constant 
quests for vengeance reveal self-hatred, caused by caving in to his fears and 
failing to be a courageous man. He is abusive of others to cover his own shame. 
He inwardly knows he has not achieved manhood either as a boy or as a soldier, 
hence his quest to dominate the platoon. His quest to climb the mountain is 
likewise an act of attempted dominance. Radford’s argues that Hearn is similar to 
Croft but lacks the ability to relate to the men as a leader due to his disengaged 
intelligence (Radford 1975:11). However, Hearn, although a defeated son, proves 
that he is a courageous leader in spite of his more liberal political views and his 
refusal to use the fear ladder. 
Hearn is a melancholic in isolation, placed there by his own deeds. Croft has the 
edge over Hearn in their relationship; he understands and implements fear to 
control the men. This is not instinctive in Hearn, which contributes to his being 
betrayed. Hearn’s tragedy is that no one has loyalty to him, just as he failed giving 
loyalty to Cummings, his father or his fellow officers. 
Croft has a melancholic superior attitude. Waiting on the landing craft to begin the 
invasion of Anopopei, Croft craves to lead men and have responsibility. Croft 
finds pleasure in being obeyed promptly (Mailer 2006:663), and he loves combat 
(24). He is dejected because the platoon’s duty is to unload for a week; he wants 
the battle to begin. He has contempt for those who will not put their neck on the 
line—an ideal he fails to implement (36). 
Croft insulates himself against social isolation with a manipulated friendship, 
contrived for efficient platoon management. Croft cajoles Sergeant Martinez to 
lead one of the squads in spite of the fact that Martinez sees himself only as a 
good scout. Martinez, “Japbait” as Croft calls him, is the only man that Croft 
likes, feeling an “almost paternal care” for him which, as Mailer states, is at odds
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with the rest of Croft’s nature (Mailer 2006:69). Martinez reciprocates the feeling. 
Croft has a “flush of warmth for Martinez”, believing that there were good and 
bad Mexicans and that good Mexicans could not be beaten (68-70). Croft sums up 
Martinez when he is drunk as “the best goddam friend a man could have. Mex or 
no Mex, you can’t beat him” (208). Croft’s words and the flush of warmth 
indicate a much deeper connection than one of expediency. 
In his command of the platoon Hearn approaches the task based predominantly on 
his melancholic value of justice, which he thinks is superior to other methods 
(Mailer 2006:457). With a superior attitude Croft reacts to Hearn’s speech to the 
platoon with disgust; he despises a platoon leader who wants men to like him; it 
was “womanish and impractical” (458). 
Half way across the area, the Japanese attack. Taking cover behind rocks Hearn is 
gripped with fear, evoking shame and memories of Cummings’s cigarette – a loss 
triggering previous losses. Hearn realises he is waiting for Croft to command, 
demonstrating his father dependence and causing another self-criticism. Incensed 
by his own fear, Hearn rises to leadership and commands the squad, leading them 
back to safety where belatedly Croft’s squad gives cover. Hearn’s melancholic 
rage at himself stimulates his quest to lead. This experience gives him satisfaction 
— it appeals to his sense of superiority and provides some relief from his self- 
criticism. 
There are diverging aspects of motivation in Hearn and Croft. Hearn must cement 
his leadership and earn respect from the General. Croft plans to destroy Hearn and 
to make the remnants of the platoon climb the mountain in order to avenge his 
earlier fear before the Japanese and his humiliation at being ordered by Hearn to 
apologise to Roth. After recovering the injured Wilson and sending him back to 
the beach, with four soldiers carrying the stretcher, the decision has to be made 
whether they all return or climb the mountain for further reconnaissance. Hearn 
decides to turn back. Hearn’s reason is ambiguous: it could be to clinch control 
over the platoon and thwart Croft, or perhaps it is to quench his desire for father 
approval. 
To prevent a change of mind, Hearn tells Croft that they will return in the 
morning. Croft wants to go on and contribute to the General’s overall campaign. 
He suggests to Hearn that Martinez, Croft’s only friend, should scout for Japanese 
during the night. Hearn orders to be woken when Martinez returns; if he sees any 
Japanese they will return to the beach (Mailer 2006 579-80). Hearn concedes to 
Croft’s plan, which answers his need to impress Cummings. 
The set-up of Hearn’s subsequent murder combines naturalism’s trope of the 
individual exposed alone in face of death, with melancholic thoughts of injustice, 
superiority and reproaches displaced onto others. Upon Martinez’s return, Croft 
does not wake Hearn, telling Martinez to lie to Hearn, saying that he had seen 
nothing at the pass (Mailer 2006:596). The manipulated Martinez is loyal to Croft 
(Mailer 2006:585). At the pass Hearn, a tall man, warns the men and stands to 
lead them across. At that moment the Japanese shoot Hearn in the chest. Croft 
deceived and used Martinez; he set the trap to kill Hearn as the proxy father. He 
could not, though, pull the trigger himself.
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On taking command, Croft covers his weaknesses by attacking his platoon and 
women, saying that the soldiers are weak like “women”. Ironically, when it comes 
to relationships with women, Croft was the one who was incompetent. Yet as 
enlisted men in the Army, soldiers are “complicit” with the hegemonic ideology 
of the Army and Government (Connell 1995:79). In the case of Croft, his 
masculinity is supported by his role as a Sergeant in the military. This is a position 
of hegemonic masculinity, in Connell’s view (Connell 1995:77, 82). However, 
Croft reflects feelings of inadequacy. His insults document and displace these 
inadequacies onto others. 
Cummings, Hearn and Croft are thwarted melancholic sons who each become 
leaders, exercising authorised military power over subordinates in relationships 
that dramatise their unconscious father/son ambivalence. This ambivalence 
prevents the son from personally dominating or murdering the father or his 
substitute. 
This analysis has highlighted that the melancholic’s initial wound and 
ambivalence are unconscious and that their presence is evident in the self-hatred 
and shame that the individual expresses against self. These unconscious impulses 
determine conscious anxiety and fearful thoughts, guilty feelings and behaviours 
leading to seeking isolation and death. Mailer’s portrayal of men at war shows 
that the father and the patriarchy mercilessly crush the individual to maintain 
supremacy. The individual’s hurt and the ambivalent relationship with the father 
are unconsciously registered. 
The men in The Naked and the Dead are active in implementing their melancholic 
reactions against those that form their community. They are not helpless and 
blaming an exterior force, infection or affliction; they strive to overcome and to 
survive as men and soldiers in their quest to maintain their self-respect and their 
uncertain sense of manhood. Finally, however, Mailer primarily depicts the failure 
of man to overcome the impact of the negative relationship with the father and the 
resultant social patriarchy. 
3 Contrary to this, recent psychological standards have been changed to accept mourning as a 
precursor and exacerbating factor of depression in susceptible individuals. The DSM V website 
states that this is because, over many years, mental health professionals have consistently 
observed in their patients that the exclusion is not feasible, and also that normal mourning 
typically lasts for one to two years rather than the officially posited two months (2014). 
Accordingly, the APA’s most recent diagnostic manual (the DSM V) has for the first time 
removed the bereavement exclusion for depression from its diagnostic criteria: 
for some people, the death of a loved one can precipitate major depression, as 
can other stressors, like losing a job or being the victim of a physical assault 
or major disaster. However, unlike those stressors, bereavement is the only 
life event and stressor specifically excluded from a diagnosis of major 
depression in DSM-IV. 
While bereavement may precipitate major depression in people who are 
especially vulnerable (i.e. they have already suffered a significant loss or have 
other mental disorders), when grief and depression co-exist, the grief is more 
severe and prolonged than grief without major depression. (2014) 
4 Kierkegaard (1983) argues that despair occurs when the person ceases to believe that God will 
intervene and Naturalism’s basis is that God does not change the laws of nature.
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Part IV 
Murakami and Melancholia in the 
Twenty-First Century
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Section One 
Failure Before Words: Seeking the Source of Melancholia 
in the Unconscious 
This analysis of Murakami’s novels demonstrates that Murakami has not simply 
relied upon the simulation of reality to portray the contexts of melancholic injury 
and irrationality. He has created characters and scenarios of melancholic pain and 
self-disparagement with the devices of metaphor and hallucination, realism and 
surrealism, dream and fantasy. The fantastic emerges out of a daily reality, a 
juxtaposition that enables readers to interpret the fantastic in terms of the 
suppressed thoughts of the unconscious mind. Murakami has also presented post- 
industrial society in a manner that does not fit into the traditional expectations of 
literature. In this chapter I will work towards deconstructing the unique kind of 
Murakami “surrealism”, and I will begin by elaborating on the kinds of Japanese 
societies that he presents that in themselves lead towards a peculiar kind of male 
melancholy. 
Haruki Murakami is rightly regarded as one of the most successful living literary 
authors of the late twentieth and twenty-first centuries. His novels, set in 
contemporary Japan, are playful, disturbing and touching explorations of human 
relationships and identity. Common to all of his novels is a socially isolated male 
protagonist who struggles to: meet a mysterious personal challenge (often in the 
form of a hero quest); to form relationships with women and often also a 
sympathetic male friend (or friends); and to evolve into a stronger, more complete 
person. Violence (both endemic in society and from within), corruption, sexuality 
and society hold these men back in their journeys. Murakami’s men have a unique 
relationship with their own melancholia. In part, they learn to accept their 
depression as an essential and unerasable element of who they are; in part, they 
fight the darker aspects that threaten to overwhelm them totally and bring pain 
and even death to others. 
It has been argued that Murakami’s success is due to a Western influence in his 
writing. Murakami writes novels with which non-Japanese readers feel 
comfortable. This is not always received as a positive attribute. The influence and 
popularity of Murakami’s novels in the East Asian region, as Jiwoon Baik argues, 
has resulted in readers from this region turning away from their national literature 
and being satisfied with the “universal” (Baik 2010:65). However, other critics 
approach his work from the viewpoint that its literary merit raises it above 
concerns of provenance and ethnocentricity. With Kafka on the Shore being 
nominated as one of “The Ten Best Books of 2005” by the New York Times, 
Steffen Hantke claims that Murakami has attained the status of a writer of 
international acclaim (Hantke 2007:4). 
The focus for analysis in this chapter will be Haruki Murakami’s Kafka on the 
Shore (2002) with additional references to The Wild Sheep Chase (1982), 
Norwegian Wood (1987), Dance Dance Dance (1988), South of the Border West 
of the Sun (1992), The Wind-up Bird Chronicle (1995), Sputnik Sweetheart (1999) 
and After Dark (2004). These novels are representative of literary texts produced 
at the end of the twentieth century and the beginning of the twenty-first century.
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However, they also offer specific comment on Japanese masculinities. Gilmore’s 
comment on the contemporary Japanese experience of manhood has relevance for 
this discussion when he states: “A real man does his job to the bitter end” 
(Gilmore 1990:199). This analysis of melancholia and its interior processes builds 
upon social and familial wounding by the father/patriarchy; it is a study of how 
Murakami presents the workings of the unconscious in his novels. Murakami 
communicates a deep concern for the individual. Murakami’s focus on the 
individual’s psychic processes are both Freudian and existential, which indicates a 
preoccupation with Modernist themes despite his narratives’ engagement with 
postmodernist play. 
Murakami’s literature is also distinguished by his use of metaphor. His 
metaphorical world is informed by the strategies of surrealism, which is indebted 
to Freudian thought. It is consistent with Murakami’s philosophical and 
psychological vision that his narratives engage with aspects of the uncanny, 
explained by Freud as experiences that both hide and reveal “truths” that are 
repressed and perhaps should never come into the light: “everything is uncanny 
that ought to have remained hidden and secret, and yet comes to light” (Freud 
1919:3). Freud represents the “uncanny” in a number of ways, but in this chapter 
the focus will be on the ways in which Murakami contrasts dual images and 
paired characters in surrealist settings, confusing the boundary between the real 
and unreal and representing the presence of unconscious thoughts in a character. 
These metaphors illuminate the malaise of melancholics and others who have 
suffered a psychological injury. Murakami also portrays the wounds that 
characters suffer due to social interaction and that trigger memories of prior 
injuries. In Murakami’s work, profound depressive episodes affect the simple 
daily activities of the characters presented, and these episodes can be consistenly 
linked with wounds associated with masculinity.
The Issue of Trauma 
Although it will be argued that Murakami’s main concern is with the inner life of 
his characters who struggle to know themselves, his narratives simultaneously 
address the issue of trauma suffered by individuals due to historical events. The 
devastation of World War Two culminated in aerial bombardment, atomic attack, 
defeat, American military occupation and a reconstitution of the Japanese 
Government. Further trauma is incurred by Japanese society’s dominant ideology 
and more recent tragedies of natural, terrorist and economic origins. Michael 
Fisch relates three traumatic events in Japanese life in 1995: the Hanshin 
earthquake and the sarin gas attack in the Tokyo subway, both in March of that 
year, and the deepening effects of the “economic bubble” collapse of 1992, 
causing perilous market instability (Fisch 2004:362). The glossary on the 
NASDAQ website explains that an economic bubble occurs when the market 
drives asset prices far above their fundamental value (2013). When an economic 
bubble collapses, asset prices plummet. This causes lasting instability on the local 
market, and affects the performance of asset loans and threatens the security of 
financial institutions. Jonathon Boulter (2006) explains that these disasters, 
(whether caused by nature, acts of human violence, or economic forces), although 
marginalised in the novels by Murakami, are nevertheless located within the 
biography of the characters. A notable example is the character of Nakata and his 
childhood experiences during World War Two in Kafka on the Shore. As a child,
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he was exceptionally bright; however, around the time of the atomic strikes on 
Hiroshima and Nagasaki, he lapsed into a mysterious death-like coma. This 
occurred after he and his classmates were caught in a mysterious event that in 
many ways mirrored an atomic blast, although no cause was ever identified nor 
any radiation or other indicators ever detected. When Nakata emerged from his 
coma, he had lost his memory and had gained the strange ability to talk with cats. 
He also seemed to have an intellectual impairment and—more intriguingly—half 
of his shadow missing (Boulter 2006:129). 
Matthew Strecher (2002), in his analysis of Murakami’s literary works, identifies 
particular moments in Japanese history that are relevant to how Murakami 
presents his characters, whether they be related to their political interests, the 
relentless seeking of money, or the branding of male characters with a particular 
kind of masculinity. He notes that in 1970 there was a turning point in the history 
of Japanese identity. It is marked by the renewal of the US-Japan Security Treaty 
and the collapse of Zenkyoto and the radical leftist student movement that had 
seen students and labour pitted against government and management. He 
attributes this collapse to social affluence (Strecher 2002:66, 154). Jiwoon Baik 
(2010) points out that American consumer culture found a place in Japan due to 
this affluence (Baik 2010:67), and that the impact of this was overwhelming. 
Chikako Nihei (2013:66) notes that the economic growth in the 1950s and 1960s 
meant that the middle-class salaryman came to embody the most socially 
acceptable form of masculinity in Japanese society. 
After the collapse of Zenkyoto, many young men adopted a disobedient form of 
masculinity that rebelled against this construct. These young men were labelled 
“herbivores”, with interests in fashion, cooking and eating sweets, rather than 
“carnivores”, which refers to salarymen (Nihei 2013:64, 66-7, 69). Murakami’s 
protagonists may be seen as dissatisfied herbivores, since they are isolated and 
casual, and content to do “feminine” activities such as housework; nevertheless, 
they are seen to possess mental strength and individuality. Nihei argues that what 
she calls the “Murakami Haruki Phenomenon” indicates a popular acceptance of 
his herbivorous men (Nihei 2013:63, 69). 
Multiple Views of Male Melancholia 
Male melancholia in Murakami’s novels can be seen to have multiple causes—
certainly the manifestations of it come in many guises. The historical contexts are 
important, as Stretcher argues (Strecher 2002:206), but perhaps more significant is 
the nature of the metaphorical worlds Murakami creates. Boulter believes that in 
the novels after the quake and Underground, Murakami attempts to find the 
appropriate narrative means to express a disaster (Boulter 2006:127). 
An analysis of these texts will draw on particular themes identified by Fisch, 
Brothers, Rosbrow and Boulter, which characterise Murakami’s philosophical, 
psychological and aesthetic interests: the terrifying nature of truth; movement 
from trauma to healing or self-destruction; and the use of surreal storytelling to 
enact an ontological experience of loneliness. 
Michael Fisch defines Murakami’s art of storytelling as capturing in narration the 
“raw power” that shapes and controls our lives in a manner that is often too 
terrifying to acknowledge (Fisch 2004:370). Doris Brothers defines Murakami as
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a trauma analyst, because his narrative thrusts a reader into the surreal, dissociated 
world of trauma as well as dealing with the way in which we awaken from 
dissociation and how we heal from trauma (Brothers 2012:230-1). Rosbrow cites 
Murakami’s own words from the novel Underground: he says that a narrative is a 
dream we keep having, in which we wear two faces of subject and object, the real 
and the shadow, the storyteller and the character, and it is through this multi- 
layering of roles in our stories that we heal the loneliness of being isolated in the 
world (Murakami 2001:231, cited by Rosbrow 2012:219). 
Murakami aims for traumatised characters to be transformed by trying to see into 
the unconscious (Fisch 2004:361, 377). He does this by employing archiragawa, 
the traditional Japanese literary device, to encounter the unconscious, drawing 
upon shock to confront the disavowal of split consciousness. Fisch describes this 
disavowal as a defensive mental wall constructed to prevent any collision with 
archiragawa—an encounter with the unconscious (Fisch 2004:370, 374). 
Archiragawa, Fisch argues, allows for shock to disable repression and anamneses 
to be actualised (Fisch 2004:375). Dreams are therefore gateways to archiragawa, 
where confrontation cannot be avoided (Fisch 2004:373). 
Metaphors for Interpretation 
Murakami draws attention to several levels of reading: first the surface meaning; 
secondly the metaphorical meaning; and thirdly, the discursive, implying the 
limitations of language and requiring attention to the devices employed to 
construct meaning, despite an inevitable “failure before words”. Kafka on the 
Shore, for example, contains many of these ploys. The plot of Kafka on the Shore 
needs to be given to understand how these three levels can be explored further. 
Kafka on the Shore follows two very different heroes in alternating chapters. 
Gradually, their paths converge. Chapter One (and every odd chapter) is a first 
person account of an adolescent boy who is nameless, but who is calling himself 
Kafka. (Kafka also has an alter ego called Crow, which is what Kafka means in 
Czech.) Kafka is the son of the successful Tokyo sculptor Koichi Tamura, and has 
grown up motherless and feeling unloved. He decides to run away from home in 
order to avoid enacting a curse laid on him by his father: that he will kill his 
father, and sleep with his mother and his sister. (He has never met either woman, 
as his mother abandoned him when he was a small child and took his sister with 
her.) He flees to the small city of Takamatsu. There he finds shelter and work in a 
beautiful private library, where he is befriended and helped by the library’s 
caretaker Oshima. He also falls in love with an older woman who oversees the 
library, the mysterious and sad Miss Saeki – a woman whom he suspects may be 
(and, seemingly, turns out to indeed be) his birth mother. Soon after he runs away, 
Kafka’s father is murdered in a stabbing and Kafka wakes up one morning 
mysteriously covered in blood. Although he was miles away at the time, he must 
hide from the police who suspect him of the crime. 
In order to hide him, Oshima takes Kafka to a remote cabin surrounded by a 
mysterious and dangerous forest. The forest represents a transitional place 
between the conscious and the unconscious, and it becomes more dangerous and 
impenetrable as one enters it. (The soul of Johnny Walker travels through the 
forest after death, and describes it as “limbo” [467].) At the heart of the forest is
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another dimension, which can only be unlocked by the entrance stone – a 
frustrating place that in many ways pays tribute to the confusing afterlife detailed 
in Franz Kafka’s The Castle (1926). This place is a timeless repository of 
memories and a land of the dead, and it represents the unconscious. At the 
resolution of the novel, Kafka travels to this place in order to confront Miss Saeki, 
his mother and his lover, about why she abandoned him as a child (469-477). The 
strength needed to do this and return safely marks Kafka’s freedom from his 
father’s curse, and enables him to forgive his mother and move on with his life. 
On Kafka’s return from this journey, Oshima remarks: “You’ve grown up.” (501) 
The even-numbered chapters follow Nakata, who has been described briefly 
already. Nakata’s chapters are told in the third person; this is fitting for this 
character, as Nakata has an indeterminate sense of self and generally refers to 
himself in the third person (as “Nakata” rather than as “I”). Nakata’s story is 
presented initially in archival accounts of his losing consciousness whilst 
mushroom hunting with his schoolmates. There is a suggestion that the strange 
event that caused his coma may be related to the atomic attacks on Hiroshima and 
Nagasaki. However, it also transpires that Nakata’s trauma is triggered by his 
teacher’s violence towards him on this occasion, which mirrors the violence that 
the teacher suspects the boy was experiencing at home from his father. 
In the present of the novel Nakata receives a disability pension, presumably for 
his intellectual impairment, and works part-time as a finder of lost cats. While he 
is out searching for a young female cat called Goma, Nakata is approached by a 
large and sinister dog that leads him to a house inhabited by an apparition, which 
takes the form of Johnny Walker (the walking man on Johnny Walker whisky 
labels. Later in the novel, Colonel Sanders of Kentucky Fried Chicken appears as 
a guide in a more helpful capacity). Johnny Walker has been kidnapping cats, 
paralysing them, and ripping their beating hearts out to devour. He does this to 
possess the cats’ souls. With these souls, he plans to build a giant flute that will 
enable him to steal human souls. For reasons of his own, Johnny Walker wishes to 
be killed. He goads Nakata into killing him by torturing and killing cats in front of 
him, one of which is Nakata’s friend Kawama (a simpleton “cat” who in many 
ways mirrors Nakata). After this act, Nakata is possessed by the urge to leave 
Tokyo on a quest to find an object called the entrance stone. The entrance stone 
unlocks a portal into another dimension. He realises that the world is somehow 
out of balance, and that the entrance stone is the cause of this imbalance. It was in 
fact Miss Saeki who caused this imbalance as a young girl, when she opened the 
portal in order to preserve her ideal relationship with her lover. (The young man 
was tragically killed a few years after by a leftist faction in a student uprising at a 
university, due to a case of mistaken identity.) 
It is later revealed that the stabbing of Johnny Walker took place at the home of 
Kafka’s father on the night of the man’s murder. Nakata in fact killed Kafka’s 
father, in place of Kafka. He tells Miss Saeki near the close of the novel: 
“I have to tell you this – I murdered someone in Nakano. I didn’t 
want to kill anybody, but Johnnie Walker was in charge and I 
took the place of the 15-year-old boy who should’ve been there, 
and I murdered someone. Nakata had to do it.”
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Miss Saeki closed her eyes, then opened them and looked him in 
the face. “Did all that happen because I opened the entrance 
stone a long time ago? Does that still have an effect even now, 
distorting things?” 
. . . 
“Nakata doesn’t know about that. My role is to restore what’s 
here now to the way it should be. That’s why I left Nakano, went 
across a huge bridge and came to Shikoku” (Murakami, 2005: 
420-421). 
Kafka on the Shore, as described, is the story of a young boy who has been cursed 
by his father with a curse similar to that laid on Oedipus: that he will kill his 
father, fall in love with his mother, and (to take things further) sleep with his 
sister. Like Oedipus, Kafka attempts to avoid his fate by running away from 
Tokyo before the curse can take effect. He finds shelter and employment in a 
mysterious library, befriended and helped by the Tiresias character of the novel 
who works there – the handsome, transgendered Oshima, who was born 
biologically female but identifies and lives as a gay man. 
In an initial library scene, Kafka responds to Oshima’s reading of the novel The 
Miner with: 
All he (the hero) does is watch things happen and accept it all. 
I mean, every now and again he gives his own opinions, but 
nothing very deep. Instead, he just broods over his love affair. 
He comes out of the mine pretty much that same as when he 
went in. He has no sense that it was something he decided to 
do himself, or that he had a choice. 
“Did you see yourself as like the hero of The Miner?” asks Oshima. Kafka replies 
“No”. Oshima comments that he will have to re-read the book since “you’re both 
runaways” (Murakami 2005:114), meaning both Kafka and the protagonist of The 
Miner. Oshima, the wise seer of the novel (and thereby endowed with the 
omniscient qualities of a Greek chorus), concludes: “everything’s a metaphor”. 
In another library scene, two feminists lodge complaints about the toilets after 
they have inspected the library “from the view point of women”. Oshima’s 
defence is that the toilets are shared as on an aircraft, and that the library caters for 
everyone with an outstanding collection of books and a nationally recognised 
collection of poetry-related material (Murakami 2005:188, 191). Finally, he 
repudiates their polemicism with a spirited explanation of his transgendered male 
identity and homosexuality, to which they can find no reply, and the women leave 
with nothing more to say (192-194). These women “lack imagination” and in their 
intolerance fail to see the value of literature, and also of the fluid nature of the 
human experience. It is this intolerance that angers Oshima (Murakami 2005:195- 
6). It is an intolerance that Oshima views as endemic in society, and a root cause 
of trauma: 
“There’s one thing I want you to remember, Kafka. Those are 
precisely  the  kind  of  people  who  murdered  Miss  Saeki’s
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childhood sweetheart. Narrow minds devoid of imagination. 
Intolerance, theories cut  off from reality, empty terminology, 
usurped  ideals,  inflexible  systems.  Those  are  the  things  that 
really frighten me . . . intolerant, narrow minds with no 
imagination are like pararsites that transform the host” (195- 
196). 
Murakami highlights the failure of words to encompass a traumatic experience in 
the brief interaction between Kafka and Oshima’s brother Sada at the end of the 
novel. Kafka states that the “real response” to the experience of the forest is 
something “words cannot express”, with Sada confirming “even to yourself” 
(Murakami 2005:496-7). That language has limitations is a point that Fisch notes: 
he argues that language has reached the limits of its expressive capacity and is 
unable to convey a subjective sense of lived reality, notably in response to such 
events as the Kobe earthquake (Fisch 2004:364). This is a point made in Kafka on 
the Shore by a lorry driver called Hagita, who picks Nakata up hitchhiking and 
gives him a lift. Hagita explains to Nakata that making connections builds up 
meaning and the more connections there are the deeper the meaning; he continues 
that regardless of intelligence or lack of it “you see things with your own eyes” 
(Murakami 2005:204). This incident empowers readers to interpret metaphorical 
episodes such as an occasion when sardines and mackerel rain from the sky (180- 
181). On another occasion, Nakata opens his umbrella and leeches and millipedes 
fall from the sky (207-208). Metaphorical images and connections occur quite 
clearly in the text. Nakata predicts the rain of fish in a conversation with a police 
officer, in which the officer rejects his confession about murdering Johnny Walker 
(179). When fish rain from the sky soon after, the policeman realises that Nakata 
isn’t just a crazy old man and he probably did commit the murder, but by that 
stage Nakata has left Tokyo without a trace (180). The incident of the leeches 
occurs while a bikie gang is beating up one of their own in a car park filled with 
“countless huge lorries, like giant beasts”. A bikie threatens Nakata for showing 
compassion to the victim, and then he intimidates Nakata telling him to put up his 
umbrella. The beating of the victim reminds Nakata of Johnny Walker’s murder. 
It then rains leeches. Nakata is uncertain about what he will make fall from the 
sky on the next occasion: a huge bomb or a poison gas attack (331). 
These impossible events are described as physically real, but as metaphors they 
suggest disaster and inhumanity, recalling previous disasters. This is consistent 
with the mode of magic realism, a tool used by Murakami to depict the nature of 
the inner mind and the unconscious, as he seeks the personal sense of identity in 
each character (Strecher 2002:82-3). In reading Murakami’s novels it is not about 
a reader coming into possession of a socially acceptable authorised interpretation 
of the metaphor; it is rather, as Oshima tells Kafka: “we accept irony through [the 
metaphorical]. And through that we grow and become deeper human beings” 
(Murakami 2005: 215). These comments can guide the reader to a deeper 
interpretation than Kafka’s initial interpretation of The Miner. 
Murakami:  A Modernist and Postmodern Writer 
Murakami’s novels draw from ambiguity, with the texts’ meanings, ideologies 
and representations of reality or unreality proving inconclusive. These novels are 
both serious and playful; they are often humorous and touching, yet also reveal
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shocking moments of violence and horror. Murakami combines modernism’s 
concern with grand narratives and the human condition with postmodernism’s 
ambiguity, appropriation and play. 
Murakami writes with the characteristics that are generally known as postmodern, 
and yet he has the profound concern for the individual who has been traumatised 
by an injury inflicted within the family or society. This focus on the interior 
condition of the individual is a modernist concern, as is the study of melancholia 
and the inner psychic processes that stimulate irrational behaviours. Murakami 
uses metaphor extensively to access the inner mind of his protagonists but leaves 
interpretation open (Strecher 2002:82-3). This resonates with Jonathan Culler’s 
view, citing Cleanth Brooks, that, modernist poetry has “unanalysed 
juxtapositions” in which “interconnections are left to the reader’s imagination” 
(Culler 1998:36, citing Brooks 1971:58). Nihei reinforces this view in her 
comment that novels must offer readers a picture of reality, noting that Murakami 
does not offer right answers but encourages readers to arrive at their own (Nihei 
2013:74). The final impression of a Murakami novel may appear to entail a choice 
between alternative possibilities; yet, when or if the reader places contrasted and 
seemingly incongruous images together, a possible conclusion may be drawn as to 
the overall meaning and ideology. 
Modernism/ Postmodernism: Interest in the Unconscious and Play 
In contextualising The Brother Karamazov and The Naked and the Dead, I have 
deemed it important to discuss the literary movements that have informed and 
were informed by Dostoyevski and Mailer. This allows me to indicate the ways in 
which both the form and the content of the works were not only confined to their 
socio-political contexts but in fact reveal a commonality in their representation of 
male melancholy. Murakami is less categorisable. His influences are both 
modernist and postmodernist, though most postmodernist theorists have long 
noted the blurred line between the two. Murakami’s philosophical interests are 
clearly modernist, with his interest in Freudianism, surrealism and existentialism. 
His characters seek authenticity and are shown to be what they are in relation to 
the childhood they have experienced. In this respect his writings resonate with 
modernist ideas. Nevertheless Murakami utilises post-modernist strategies; his 
play with structures and ideas that emerged in late modernism and during the 
postmodernist era are evident. 
There is an intense interest in Murakami’s work in the individual’s unconscious 
and the uncomfortable role of the repressed id in human identity. This is indicated 
by various metaphors he draws upon to portray journeys down ladders, chains, 
and into wells; the labyrinth metaphor reoccurs (in Kafka in the Shore it appears 
as the forest), and mysterious darkness is often a feature of his uncanny spaces. 
The inner and outer worlds and concepts such as “the shell” (personified in 
Nakata) and “the essence” also indicate interest in the unconscious and the id. As 
Fisch explains, the word “well” in Japanese shares a similar spelling to the word 
“id” (Fisch 2004:371).
Modernism and postmodernism, in not being mutually exclusive modalities, 
nevertheless do have specific qualities: modernism demonstrates concern with 
inward consciousness and perception, and postmodernism emphasises play,
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parody and pastiche. Julian Hanna claims that the binary opposition between 
modernism and postmodernism is inevitable when movements are constructed as 
following from the other. He notes, however, that some modernist texts can be 
read as postmodern play-filled language. He sees modernism as “a range of 
innovations influenced by and responding to the changes wrought by modernity” 
(Hanna 2009:143). In a focus on inner consciousness and perception, Ann 
McCulloch highlights Sartre’s modernist concern in a way that is applicable to 
Murakami’s characters. She states that Sartre’s de-centring of the subject, the “I”, 
exists when Sartre has it witnessed by his other constructed characters 
(McCulloch 2005:7). This is evident in Murakami’s scenes involving the double. 
With a similar focus on consciousness, Rosbrow notes that Murakami’s 
protagonist is often involved in an inner search for a lost object, a Freudian quest 
identified by Bowlby in Murakami’s characters’ inner dialogue with lost objects. 
Rosbrow links this search to Freud’s Three Essays on the Theory of Sexuality: 
“The finding of an object is in fact refinding of it” (Rosbrow 2012:216, of Freud 
1925, 1995:288). This is explained by Freud as follows: the foundations for 
finding an object, on completion of the latency period, have been laid down from 
earliest childhood in the mother’s gestures of affection to the infant. This is a time 
when sexual excitement is linked to nourishment; however, after puberty, 
excitation and affection show their effects on the genital zones (Freud 1925, 
1995:288-9). 
Murakami is also ambivalent towards postmodernism, both using it and criticising 
its ideology. Murakami represents characters suffering loss of an object, usually a 
parent or lover, spouse or friend, as well as the loss of their own peace of mind. 
Sometimes they are wounded by society, with Strecher theorising that social loss 
is often due to capitalist/consumerism and the loss of self-identity. He explains 
that individual identity emerges through a process of discursive interaction with 
other people (Strecher 2002:206). He asserts that this is Murakami’s message, 
which he conveys by using “the trappings” of postmodernism. Yet Murakami 
regards postmodernism as harmful, identifying it with late model capitalism or 
“rapid capitalism” (Murakami’s term), which is intrusively dictatorial and 
produces a conflicting wound within individuals between 
materialism/consumerism and idealism (Strecher 2002:206-7). Murakami’s 
writings do exhibit what Stetcher describes as the postmodern – that is, his 
preference for plurality over singularity, with a strong sense of suspicion toward 
an objective “reality” as a concept (Strecher 2002:4, 13). Fuminobu Murakami 
also notes the postmodern feature of pluralism in Murakami’s novels (F. 
Murakami 2002:137). Over time Murakami’s novels themselves have established 
rules for the regular reader, who expects to find a certain type of protagonist who 
is involved in a search for a lost object, while in relationships with both passive 
reticent women and outspoken sexually adventurous women. However, the reader 
also anticipates a world of multiple possible meanings. 
Critics have found that Murakami transgresses genres and the boundaries of 
serious and popular Japanese literature. Hantke, in discussing style, reports that 
The Wild Sheep Chase and Dance Dance Dance are viewed as mysteries of 
identity and disappearance; this comment could also apply to The Wind-Up Bird 
Chronicle. Hantke further argues that the author Raymond Chandler and “the 
hard-boiled detective tradition have provided Murakami with a blue print for 
protagonist and plot” (Hantke 2007:4, 5). Baik argues that Kafka on the Shore is
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not a Bildungsroman (a coming of age story) but rather a protagonist’s journey of 
reconciliation to accept the fate given to him by the transcendental world. Kafka 
has to be reconciled with the world of his memories, not with the real community 
that is essential to the Bildungsroman (Baik 2010:69). 
Murakami’s use of the postmodern is also evident in his blurring of the 
boundaries between the discourses of literature and history. Strecher claims the 
Murakami novel is similar to the “historiographic metafiction” defined by Linda 
Hutcheon, in that Murakami blurs the boundaries between reality and unreality, 
consciousness and unconsciousness, the magical and the commonplace (Strecher 
2002:27). Strecher also argues that another postmodern attribute of Murakami’s 
writing is his awareness of the limitation of language. Murakami offers new 
visions of the world, yet he also represents his protagonist’s failure to “rediscover 
what has been lost”. At the same time, Strecher notes that Murakami’s writing 
reinforces postmodern beliefs about the role of representation in constructing 
reality. In Murakami’s novels, whether the protagonist views the world externally 
or it is generated within his mind, he is actively engaged in an interpretation of the 
world, which is to say that the protagonist constructs reality (Strecher 2002:25). 
Reality then, as Strecher asserts, depends on cultural and linguistic textualisation, 
meaning that we rely on culture and language to define reality and our place in it 
(26). 
Postmodern aspects in Murakami’s writing are clearly identified by F. Murakami. 
She claims that Murakami represents characters who are disenchanted with 
rationality and power, and that they favour detachment, distancing themselves 
from modernist ideals of progress, evolution and love of a “calm utopia” of 
celebrating their own weakness (F. Murakami 2010:128-9, 130, 134). She further 
asserts that deep introspection and strong passions are traits of characters in 
modernist literature; she then excludes Murakami’s characters from exhibiting 
these characteristics, claiming his characters are obsessed with external things, 
such as food, places and consumer products. 
Murakami combines modernist and postmodernist features in some characters 
such as Nagasawa, the protagonist of Norwegian Wood, and his friend Watanabe. 
These characters are analysed by F. Murakami as exhibiting modernist and 
postmodern features. She sees Nagasawa’s ambition and willpower as modernist, 
along with his desire to be a gentleman with good values. Yet Nagasawa 
dismisses his success in the Foreign Ministry entrance examination as a game to 
test himself in the national field. F Murakami argues that this detachment is 
postmodern (Murakami 2000:71-2). In a juxtaposition of the modernist and 
postmodern, Watanabe sees Nagasawa as strong willed – a modernist attribute – 
but also as someone who views the concept of love with scepticism despite being 
capable of sentimental attachment – indicating a postmodern detachment and 
questioning of grand narratives (Murakami 2000:284). Nagasawa sees Watanabe 
as being the same as him, but incapable of love entirely (Murakami 2000:277), 
while Watanabe claims that he is very fond of Nagasawa (Murakami 2000:281). 
Nagasawa and Watanabe are both melancholic and their narcissism lessens their 
love attachments. As it is with all aspects of Murakami’s writing the divide 
between modernism and postmodernism is indeterminate. His novels are a hybrid 
of both.
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Consumerism and the Quest for Individuality 
The thwarting of individuality can be a trigger for the initial melancholic wound. 
Society inflicts the constraint upon the individual and the symptoms emerge in the 
victim. To highlight the significance of social constraints, Murakami cites Franz 
Kafka’s story of “The Penal Colony” and the metaphor of the mechanical device 
as a means of social control (Murakami 2005:59, 60). Indeed, the quest for 
individuality and for freedom is a major theme in Murakami’s writing. This is 
strongly evident in Kafka on the Shore when Kafka relates reading The Arabian 
Nights. Kafka interprets the metaphor of the genie in the bottle to mean that the 
lessons of these ancient stories cannot be “bottled up”. Murakami’s message is 
that the vitality and individuality of the individual cannot be bottled up by the 
constraints of society. In the novel Kafka understands that the “faceless hordes” 
he sees at the train station lack vitality. The novel suggests that uniformity is 
frightening, whereas individuality restores peace of mind. Kafka speculates on the 
nature of freedom just after he flees Tokyo, while he is staying in a hotel room. 
He wonders if this is “freedom”, being alone with no one threatening him 
(Murakami 2005:46), a thought suggestive of his history of paternal abuse within 
a hostile home environment. Kafka is similarly free and alone at the cabin Oshima 
takes him to, and wanders the forest at night. Kafka’s impression that the stars and 
trees seem to be observing him frightens him initially, but by the third night he 
sees the stars as individuals; by doing this, he is no longer intimidated (Murakami 
2005:151, 161). 
In Murakami, the uniform expectations of Japanese society wound individuals. 
Strecher believes that late model capitalism (Jameson’s term) prevents interaction 
beyond capitalist and consumer systems, because it limits desire to the market 
place rather than the personal (Strecher 2002:18, 139). Strecher believes that 
Murakami’s novels reflect the systemic eradication of individual identity in favour 
of state controlled identity, which is implemented by soft means involving a 
readymade culture and education, and the absorption into the system of 
consumerism (Strecher 2002:62). This is evident, for instance, in the characters of 
Colonel Sanders and Johnny Walker, who are named after consumer products, 
and who try to distract characters in various ways. 
Rapid Capitalism and Consumerism 
Murakami’s novel also explores attitudes to the sacred in contemporary Japan, 
suggesting that consumerism and the gratification of personal sexual needs in the 
consumer market now takes priority over the figures of authority that were once 
considered sacred and worthy of profound respect. After providing Hoshino with 
an exceptional sexual experience with a young sex worker, Colonel Sanders (who 
describes himself as a “metaphysical conceptual object” [306] as much as a 
market force) requires Hoshino to move the entrance stone from the sacred Shinto 
shrine in which it is housed. Hoshino protests, concerned about God’s wrath at the 
shrine being violated. Colonel Sanders dismisses Hoshino’s “country bumpkin 
morality” and insists that he consummate the function he has been given – take 
the stone to open the entrance. Colonel Sanders assures Hoshino that taking the 
stone is acceptable, that God is a flexible concept and the Emperor is no longer 
divine. He explains that Japanese gods can be tweaked and adjusted by an 
American (“chomping on a cheap pipe”), General MacArthur. So Hoshino is
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assured that there is nothing sacred about the stone; rather, it is the function it 
serves that is important (Murakami 2005:305-309). Murakami depicts many 
instances in which there is expressed a lack of faith in the sacred. This includes 
reference to the sacred ties of family. For instance, Nakata is the eldest male child 
in his family and traditionally would be owed deferential respect and care. The 
theft of Nakata’s savings by a cousin is not acted on by his brothers; Nakata is 
barely compensated with a government subsidy and a flat to live in (230-1). 
Nakata has no idea of the value of money, which remains an abstract concept to 
him. Nakata’s abandonment by his brothers as though he were a stray cat 
documents their lack of the sense of the sacred. The damaged and homeless cat, 
Kawamura, is a metaphor for Nakata. Neither can make much sense of the world 
(83). 
Salaryman – Complicit Masculinity 
The salaryman, a product of the consumer/capitalist ideological domination, is a 
form of compliant masculinity, which Connell defines as “the deferential but 
competitive servant of the corporate oligarchs who dominate the Japanese 
economy” (Connell 1995:200). The salaryman’s ideological conformity (of vision 
and purpose) is articulated in Nakata’s thoughts about salarymen: “As if by
mutual consent, all the people were well dressed . . . everyone rushing off in the 
same direction” (Murakami 2005:201). 
Murakami establishes the duality of the Japanese salaryman in the character 
Shirakawa in After Dark; he is the dedicated perfectionist, computer expert, and 
respectable family man, but he is also an adulterer with bottled-up rage. His 
melancholic symptoms are evident in his perfectionism and superior attitude; he 
believes that only he can solve computer problems. His adherence to working 
long hours with breaks for sex indicates his ambivalence to the company/father. 
His rage at a disruption to his ritual is a form of self-attack. The fortyish 
Shirakawa portrays the salaryman’s role and privileges in the workforce, the 
consumer’s entitlement to be satisfied and the absence of the need to socially 
interact. He navigates his way around a love hotel called Alphaville (a homage to 
a fictional loveless city portrayed in Godard’s film of the same name), speaking to 
no one. He orders a young Chinese sex worker as one would order fast food. She 
is delivered on a motor scooter by a courier. When his sexual pleasure and 
perfectionism are thwarted by the early arrival of the sex worker’s period he 
explodes, violently assaulting the woman and injuring his hand by punching the 
wall. His perfectionism directs his actions, and he compulsively removes any 
trace of incriminating evidence, constructing an alibi by telephoning his wife 
(Murakami 2008:39, 41, 136). This profound scene also portrays how rapid 
capitalism’s salaryman lacks any sense of the sacredness of the individual. 
Function overrides the sacred. 
Capitalism’s Marketable Product 
The character Gotanda in Dance Dance Dance is Murakami’s portrait of the 
individual who has lost his identity under the constraints of rapid 
capitalism/consumerism; this triggers his irrational melancholic symptoms from 
an original patriarchal wound, which likewise blocked his desires and stripped 
him of his autonomy. He gets caught in a deteriorating spiral, which leads to a
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possible act of murder and to the final act of suicide. Dance Dance Dance is the 
sequel to The Wild Sheep Chase. It is told in the first person by the same nameless 
male narrator-protagonist. This ‘nameless “I”’ dreams of the woman he had an 
affair with in The Wild Sheep Chase, a part-time call girl he knows as Kiki. Kiki 
has gone missing, and he dreams that she is crying for him in the hotel they stayed 
in together, called the Dolphin Hotel. His search for Kiki takes him back to the 
Dolphin Hotel, where he meets a strange mother and daughter, and a beautiful and 
very understanding woman who works on the desk. His relationships with these 
women deepen as the novel plays out. He becomes a male role model to the 
daughter (part father-figure and part ideal love object), and falls in love with the 
girl behind the desk (possibly his first real human connection). 
Kiki remains missing, however. In his hunt for her, he re-establishes a friendship 
with an old school mate, the handsome and successful Gotanda, who is now a 
famous actor. Gotanda is depressed, mainly because he loves his ex-wife but can’t 
be with her because her family disapproves of him. He had been one of Kiki’s 
clients in her work as a call girl, and had procured her a job as an actress in one of 
his movies. 
It transpires eventually that Kiki has been strangled to death, and so has another 
call girl who had Gotanda for a client. While Gotanda almost certainly committed 
these murders, in a disturbing conversation he tells the narrator-protagonist he 
cannot remember if he did. He also theorises that maybe Kiki asked him to kill 
her. Equally disturbing is the protagonist’s reaction; he has made his first real 
friend in Gotanda since the death of his friend in The Wild Sheep Chase, and so is 
unwilling to blame him for the deaths and tries to reassure him. Despite this, 
Gotanda commits suicide soon after this conversation. “I” must now fight to come 
to terms with all of the deaths that he has experienced, to end his disconnection 
from his emotional self and to keep his last real chance at a fulfilling 
relationship—with the beautiful desk clerk—alive. 
Section Two 
The Double and the Uncanny: Searching for the Source 
In Dance Dance Dance, Gotanda confides in the first person narrator-protagonist, 
who is his trusted former secondary school friend. Gotanda recounts how he 
progressed from acting in the underground student theatre, which he found 
interesting, to accepting an offer to act on-screen. He then becomes a marketable 
commodity—a victim of rapid capitalism that thwarts his desire for independence 
and his love for his wife, who, due to parental influence, has terminated the 
marriage. 
I was sorry to leave but, you know how it is, you think, there’s 
a big, wide world out there, gotta move on. And, well, you 
know the rest. I’m a doctor and a teacher and I hustle antacid 
lozenges and instant coffee in between. Real big, wide world, 
eh?... 
But when I think back on my life, it’s like I didn’t make a 
choice. Sometimes I wake up in the middle of the night and it
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scares me. Where’s the first-person ‘I’? Where’s the beef? My 
whole life is playing one role after another. Who’s been playing 
the lead in my life? 
This speech documents the process of absorption into the system of consumerism 
made acceptable with compensations and fame; yet the system takes over, 
preventing him from making decisions and causing the loss of identity as he 
questions what is controlling his life. The disturbed sleep at night is the symptom 
that there is an unresolved conflict within the unconscious. He has played roles 
and lost his authenticity. The speech has a tone of self-reproach and condemnation 
about the possibility that he has betrayed himself: “Who’s been playing the lead in 
my life?” This is indicative that Gotanda is melancholic and a warning that this 
depressive episode may deteriorate. There is despair; Gotanda knows that he has 
lost control over his choices for the direction of his life and is helpless to rectify 
anything. He acknowledges his ex-wife could help but she is under too much 
influence from her family. He turns to the narrator for help: “There’s something 
about you . . . I trust you from the word go”. Gotanda pays the restaurant bill, 
stressing the artificiality of the consumer industry of which he is part. Paying the 
bill is pointedly described as expenses rather than money (Murakami 2003:146-7). 
In the subsequent conversations between Gotanda and the narrator Murakami 
portrays the disintegration characteristic of the melancholic: his self-observation 
and knowledge; his self-disparagement and desire to destroy himself and others; 
and his eventual inability to free himself from the trap in which he has placed 
himself. At a later meeting with the narrator, Gotanda relates that his lifestyle is 
manufactured. He must live in the elite area of Azabu; elsewhere is insufficiently 
prestigious for a star. He says his world is “Stupid, meaningless, bullshit”, 
referring to a lifestyle of status symbols. He explains how it started by repeating 
the advertising message like a mantra: 
That’s how you get those poor suckers who actually believe the 
bullshit . . . They’re blind; they got zero imagination . . . I’m fed 
up with this life they have me living. I’m their life-size dress-up 
doll. Sewed together with loans and mortgages . . . I live in a jet- 
stream condo in Azabu...I’m the envy of the whole goddamn 
town . . . I can’t get what I really want (Murakami 2003:290). 
Melancholic perception informs Gotanda of the ironic double standard in which 
surface appearances are believed by the masses and thus succeed in camouflaging 
reality. Self-hatred is expressed in his reference to himself as a “dress-up doll”. 
Because he cannot have the one thing he wants – his wife’s love – he labels 
himself as a “puppet”. He realises that he needs someone to talk to, and is grateful 
for the friendship of the nameless narrator-protagonist, without whom he would 
need a “shrink” – a possibility that inspires further self-condemnation. He believes 
that a fashionable “show-business shrink is like a vomit clean-up specialist” 
(Murakami 2003:291). Gotanda, viewing himself negatively, wants to swap cars 
with the narrator – a Subaru for his more luxurious Maserati, implying a wish to 
change lives. The narrator is anxious about the cost if anything should happen to 
the Maserati. Gotanda reassures him that the Maserati is insured and prophetically 
suggests: “Drive the thing into the sea if you feel like”. He repeats this phrase
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three times, predicting events to come when Gotanda suicides by driving the car 
into the ocean (Murakami 2003:297). 
Murakami shows Gotanda stuck in a trap. The consumer high-status lifestyle 
means he sleeps with many women but he finds refuge in meeting his wife in a 
love hotel (Murakami 2003:351). He wants to return to the theatre, but to quit 
movie acting he must make a permanent break. He also fears that this will mean 
losing his wife permanently (Murakami 2003:298, 319-20).
Murakami portrays the effects of the split-ego in Gotanda’s thoughts as his 
depressive attacks increase towards suicide. This process of deterioration is 
focused on the question of whether he murdered Kiki, or whether she just 
disappeared, as the narrator-protagonist wants to believe. Murakami expresses 
Gotanda’s confusion as a kind of dream state, in which a conflict between 
conscious and unconscious thought is realised as the conflict between the reality 
principle and the pleasure principle. Gotanda rationalises that, if he found a 
shovel, he would know that he had buried Kiki (Murakami 2003c:353). He 
questions whether his memories are real or just something he made up to fit his 
preferred circumstances. These comments could be a case of the melancholic 
viewing himself as a great sinner, taking the blame or struggling to confront the 
reality of his actions. In his uncertainty Gotanda identifies the gap between 
“Gotanda” and “me the actor” (Murakami 2003c:354). This is the split-ego; me 
the actor is the genuine view of the self, while Gotanda is the observed separate 
part. Gotanda acknowledges he is viciously destructive when he is alone, hurting 
peers and animals and damaging property as a child, but the novel does not 
resolve the matter of his guilt for Kiki’s death. At times he accepts that there is no 
evidence – no dirt, shovel or corpse – but then he also confesses that he concealed 
Kiki’s death from the narrator (Murakami 2003c:355). The uncertainty is 
encapsulated in the following passage, in which he narrates a hallucination 
involving Kiki: 
Why would I want to kill her?  But I did, I think . . . I strangled 
her. But I wasn’t strangling her, I was strangling my shadow. I 
remember thinking, if only I could choke my shadow off . . . 
It all took place in some dark world . . . Not here in this one. And 
it was Kiki who led me there. Choke me, Kiki told me. Go ahead 
and kill me, its okay. She invited me, allowed me to . . . Why 
would Kiki ask me to kill her?  (Murakami 2003c:356). 
Gotanda’s ego is split, with one part observing and attacking the other as a 
separate entity. This is evident in the comment that Kiki asked and approved that 
he kill her. His super-ego attacks are of such intensity that he can no longer accept 
responsibility: hence Kiki gives permission. The narrator offers a rational soothing 
voice: “There’s no evidence you killed Kiki. Stop blaming yourself for something 
that might not have even happened. Your unconscious is using Kiki’s vanishing 
act as a convenient way to lay a guilt trip on you. Isn’t that a possibility?” 
(Murakami 2003c:356). These comments articulate the melancholic theory of the 
attacking unconscious super-ego, and of the accompanying self- criticism and 
blame.
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Gotanda’s feelings of failure and self-disparagement are evident when he says to 
the narrator” “You seemed like such a decent guy. Like what I’d always wanted to 
be.” This occurs when a second call girl is found strangled and the narrator is 
taken in for questioning. He and Gotanda had had sex with the girl the night 
before; although the narratore does not believe that Gotanda is in any way 
involved in her death, he doesn’t tell the police about this connection to protect 
his friend’s public image. The police keep him in custody for a long period of 
time, but he still says nothing. When he is released, Gotanda tells him he was once 
in custody for two weeks as a student activist, but also makes no confession. 
Later, Gotanda confesses that he lied about ever being in police custody for two 
weeks. Gotanda was let out immediately because he “blabbed” – he wanted to do 
something gutless in order to hate himself. Because the narrator “clammed up”, he 
saved Gotanda and also washed away his dirt (Murakami 2003c:358). This is 
Gotanda’s final statement of self-hatred. He asks the narrator to buy him a beer 
from the bar and then he disappears along with the Maserati (Murakami 2003c: 
359). As he forewarned Gotanda drove the car into the sea, completing the 
melancholic journey from injury, to entrapment and intolerable self-hatred, to the 
experience of hallucinations to ease the attacks from the unconscious, to despair 
and suicide. Significantly, in their conversations the narrator reminds Gotanda that 
they are depressing people; it is a self-criticism, not a comment claiming they are 
victims of an outside force (Murakami 2003c: 324). 
The Father’s Wound: Kafka and Nakata 
As noted, Murakami draws on Sophocles’ King Oedipus in Kafka on the Shore, 
employing such key elements of the play as the basic plot line, multiple voices, 
recounts of events, and significantly the duality of spirit and flesh. The Chorus in 
the original play describe Oedipus as: “Twice tormented; in spirit, and in flesh” 
(Sophocles 1970:63). Murakami also employs the theme of fate, with Oedipus in 
the original play uttering lines such as “What demon of destiny” and “What evil 
power has driven you to this end?” Murakami also evokes the way in which 
Sophocles’ protagonist Oedipus accepts the blame: “How could I meet my father 
beyond the grave / With seeing eyes; or my unhappy mother, / Against whom I 
have committed such heinous sin” (Sophocles 1970:62-3). Murakami’s use of the 
motif of the Crow additionally evokes Oedipus’ reference to “prophesying birds”, 
while a line of Jocasta’s resonates with the relationship between Miss Saeki and 
Kafka, mother and son: “Many a man has dreamt as much. Such things/Must be 
forgotten, if life is to be endured” (Sophocles 1970:52). Miss Saeki, like Jocasta, 
also abandoned her son to a cruel father and “left him for dead” (although Miss 
Saeki did not leave her son to die like Jocasta). 
Consistent with earlier arguments in this thesis, I would like to draw attention to 
how Murakami tells a tale in which the father is the cause of the melancholic 
injury and that the mother, through her rejection of Kafka, contributes to the 
wound and his behaviours of self-disparagement. This is a case of the baby failing 
to establish the pre-oedipal mother bond as Freud details in On Narcissism: An 
Introduction. The child takes himself as his first love object, instead of his mother, 
due to some disturbance, and then the child takes the father as the ego-ideal, who 
then wounds. These actions are the initiating events of melancholia and narcissism 
(Freud 1914:88, 95, in 1991:18, 25).
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Murakami constructs fate as the determining force that injures in accord with 
Sophocles’ play. Murakami situates the finality of fate in the context of the 
father’s injury by applying the metaphor of Greek tragedy to the interpersonal 
father/son relationship. The father’s curse is Kafka’s fate, and it is as if sealed in 
his genes (Murakami 2005:215, 217); as Oshima says, “Fate chooses man”, and 
Kafka notes that everything has been decided in advance. As Oedipus originally 
asks: “What fate has come to me?” (Sophocles 1970:62). Kafka’s fate can be 
found in a paternal injury; it is his father’s Oedipal curse: that he will kill his 
father with his own hands, and sleep with his mother and sister. Kafka speculates 
as to his father’s motivations, and wonders if he wants to get revenge on the wife 
and daughter who left him. Kafka’s father issued the curse repeatedly, as if to 
chisel each word into Kafka’s brain (Murakami 2005:217). Murakami’s use of the 
word “chiselling” portrays the permanence of the father’s injury. The curse means 
that Kafka is polluted, or as Oedipus laments: “I am lost, /Hated of gods, no man 
so damned” (Sophocles 1970:63). Kafka’s wound is so ingrained that, even 
though he was at the library in Takamatsu on the day of the murder, he feels 
guilty. His guilt seems to be confirmed by the fact that he cannot remember what 
happened on the evening of the murder, as well as the fact that, when he came to, 
there was blood on his shirt. Oshima suggests that Kafka’s thoughts are just a 
theory, to which Kafka replies with his father’s counter-argument that “a theory is 
a battlefield in your head” (Murakami 2005:219). The magnitude of the father’s 
wound to the son’s psyche is represented in the horrific metaphorical scene, in 
which Johnny Walker paralyses cats and surgically removes their pulsating hearts 
to eat them. He believes that he is consuming their souls, which gives him the 
power to play larger flutes – a symbol of phallic grandeur (Murakami 2005:151, 
158, 466). The cats are strays, unwanted and yet free to roam; they must be 
removed to permit the land re-development. However, the cats also represent the 
vulnerable son Kafka, whose heart and soul are destroyed by the father figure of 
Johnny Walker. Walker additionally represents commercialism, the novel 
showing the destructive outcome of this substitute paternal authority for Japanese 
identity. 
Incest with the Mother – A Wound Imposed by the Father 
Murakami portrays in Kafka the melancholic son’s longing for love. He knows he 
does not have fatherly love; he says “I’m probably nothing more than one of his 
sculptures. Something he could make or break” (Murakami 2005:217). The 
paternal curse has deprived Kafka of the experience of motherly love, which is 
something he tries to attain in the sexual form. In King Oedipus Oedipus’s 
horrified replies to the Shepherd’s comments indicate that Laius abandoned a 
child “of his own begetting”, and Jocasta gave “the child she bore” away due to 
some spell (Sophocles 1970:58). Jocasta’s treatment of the infant Oedipus forms a 
parallel with Miss Saeki’s abandonment of Kafka at four years of age. Kafka asks: 
“Why didn’t she love me? Don’t I deserve to have my mother love me?” This is a 
“white-hot” question eating his soul. Kafka’s melancholic self-hatred speaks: 
“There had to be something fundamentally wrong with me that made my mother 
not love me” (Murakami 2005:429). Kafka’s experiences the question of his 
abandonment as “waves of consciousness” that leave “puzzling fragments”. When 
the incest occurs, Murakami represents the episode as an event resonant of 
unconscious desires; Miss Saeki is sleep walking when she approaches Kafka’s 
bed and gets in. Kafka, as narrator, insists that the episode is real (Murakami
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2005:302), but the event is narrated more ambiguously, blurring the real and the 
unreal. We read: “We’re caught up in a whirlpool, pulled beyond time” and “The 
moon rises, the tide comes in. Sea water flows into a river”. However, we are also 
given factual description of the “swollen penis” and ejaculation (Murakami 
2005:343). 
Kafka remains concerned with understanding his abandonment by his mother: 
“that hardened face, turned from me” (Murakami 2005:419). In another 
hallucinatory scene, involving the forest cabin, a vision of Miss Saeki visits him, 
urging his return to life. She explains the abandonment thus: that she feared the 
child she loved would be taken away from her by death, as her young lover was 
taken, and so she discarded the child. She regrets the act and requests forgiveness; 
he duly forgives her (Murakami 2005:476). In his hesitation about returning to life 
from the forest, Kafka hears Miss Saeki’s voice: “Go back to where you belong, 
and live” (Murakami 2005:477). This is the unconscious voice of Kafka, projected 
as Miss Saeki’s motherly love, and it enables Kafka to choose to live – he is no 
longer part of the father’s curse. 
Murakami also dramatises sister incest as part of the father’s curse. After 
regaining consciousness and finding blood on his shirt on the night of his father’s 
murder, Kafka phones Sakura, a girl he met on the bus to Takamatsu, who may be 
his elder sister, who was adopted by someone outside his family (Murakami 
2005:73). At her flat he tells his story, from which emerges his view of his father. 
Because neither can sleep she invites Kafka from his sleeping bag into her bed. 
While she does not “sleep around”, she masturbates him, which she presents not 
as sex but as relaxation (Murakami 2005:97). This scene is resolved peacefully. In 
the morning Kafka scrubs himself in the shower, an unconscious act of self- 
cleansing. After breakfast, he also tidies her flat and does the ironing. 
This interaction has to be juxtaposed with the dream Kafka may have had in the 
forest of entering the bed of the sleeping Sakura. In this dream he is possessed 
with sexual passion and excitement, and he penetrates the dreaming girl, who 
awakes ordering him to stop. He cannot. She reminds him they are brother and 
sister and should not be doing this. He tells her it is too late; in reply to her 
question “Why”, he answers, “Because I decided it is” (Murakami 2005:396-8). 
This decision seems arbitrary; however, while he is asleep Kafka’s conscious 
mind, patrolled by the super ego, has a diminished agency. Any desire or notion 
can surface in the sleeping boy’s dreams. 
The Uncanny: The Double 
Murakami shows how the protagonist’s repressed impulses to self-destruct intrude 
into his consciousness, but are often projected as the thoughts or actions of 
another. This is consistent with the theory of the double and the split ego. These 
behaviours cause shame and self-reproach. For instance, athough Kafka rapes 
Sakura in a dream, and not in real life, he nevertheless experience real guilt in 
relation to it. Kafka had confessed to Sakura when they first met that he 
occasionally experiences rages – his body acts before his mind can catch up. He 
explains, “It’s as if I’m here, but in a way it’s not me” (Murakami 2005:92). 
Something similar can be seen in the story of Nakata’s childhood injury. Nakata’s 
teacher narrates the story of a school excursion during which the children
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inexplicably became unconscious. She had been experiencing sexual urges and 
frustration with the onset of her period. She has an outburst of rage when Nakata 
finds the blood-stained towels. She recounts being out of control, slapping 
Nakata and adds, “But it wasn’t me who was doing it” (Murakami 2005:107). 
Nakata: The Surrogate Parricide 
Murakami has constructed the character of Nakata in ways that provide insights 
into male injury and melancholia. Like Kafka, he bears a paternal injury, as well 
as having suffered rejection by his brothers. He also represents a society violated 
by militarism and ends up acting as a surrogate for another melancholic son. 
Nakata’s melancholic wound is originally, however, related to his father. He 
experienced physical violence from his angry father, according to the 
schoolteacher’s testimony, and he exhibited fear associated with long-term 
exposure to violence: “The kind of violence that keeps the child wrapped up in 
himself” (Murakami 2005:53, 110). Because he lost his memory and his learned 
knowledge, Nakata accuses himself of being dumb, but a cat tells him that he has 
lost half his shadow (Murakami 2005:53). Nakata is a surrogate for Kafka in the 
killing of Johnny Walker, and he then flees Tokyo as Kafka does. His life of 
isolation and exploitation changes on his meeting with Hoshino. They form a 
mutually beneficial friendship. On his death Nakata’s corpse slowly expels 
shapeless slime from his mouth, and Hoshino wonders whether the slime is a 
parasite or his soul. It is only after Hoshino flips the entrance stone that the slime 
dies (Murakami 2005:488-91). The slime had a will of its own. It becomes clear 
that the slime represents the violence that Nakata was forced to absorb in himself, 
first by his father and secondly by Johnny Walker. 
Murakami structures a metaphoric connection between Kafka and Nakata without 
logical explanation. This is made explicit in the interaction between Nakata and 
Miss Saeki in the library. Both are near death. Nakata confesses that he murdered 
Johnny Walker in Tokyo and that he took the place of the fifteen-year old boy 
who should have been there. Miss Saeki inquires whether the murder happened 
because she opened the entrance stone to preserve her relationship with her lover 
from the outside world. Nakata only knows it is his role to restore things to the 
way they should be (Murakami 2005:420-1). Nakata’s wound from his father and 
the war has left him empty: “like a container with nothing inside”. He wants to be 
normal. To be normal Nakata has to resolve his murder of Johnny Walker, who 
got inside him and “made me shed blood” (Murakami 2005:329, 330, 332). To 
restore the situation Nakata has to find the mysterious entrance stone, given that 
the police ignored him (Murakami 2005:332). 
The murder of Johnny Walker is enacted through doubles so that there is denied 
responsibility by the character. It is constructed as a ritual, which begins with the 
Black Dog shepherding Nakata from a vacant block of land to Johnny Walker’s 
house. The murder takes place through a dream; when Nakata awakens in Tokyo 
he is free of blood (Murakami 2005:163, 219). We learn that Johnny Walker had 
selected Nakata to commit his murder, because he saw him talking to a cat and 
knew he could kill (137). Nakata is initially incapable of understanding violence; 
when Johnny Walker directs him to the kitchen to look at the decapitated heads of 
cats in the refridgerater, at first Nakata thinks the heads are fruit (149). Johnny 
Walker negotiates a deal with Nakata: he will return the lost cat Goma to him
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unharmed, if Nakata kills him (152-3). Nakata is traumatised and enraged by 
watching Johnny Walker eat the beating hearts of cats. In this state of rage Nakata 
stabs him in the stomach (159). Nakata frees the cats Mimi and Goma and leaves 
(160). 
Nakata explains that his act of killing was an instinctive one to stop Johnny 
Walker from killing the cats. He says: “my body wouldn’t listen. It just did what it 
wanted” (Murakami 2005:179). Nakata’s killing of Johnny Walker was impulsive, 
from the unconscious, not under the control of the reason. Nakata’s irrational 
outrage has the same source of origin as the impulsive acts of Kafka, the teacher 
who assaulted Nakata and triggered his coma, and the salaryman in general. The 
behaviours of these characters are done outside their conscious thoughts, they are 
projected onto another, and consequently they observe the events as though 
committed by another individual. Hence the characters insist: “it was not me”. 
Interestingly, after commiting this act of violence Nakata can no longer talk with 
cats. Later in the novel, in extraordinary and supernatural circumstances, Nakata’s 
truck driver friend Hoshino gains the ability that Nakata lost (464). A cat called 
Toro explains to the astonished young man that this has happened because the two 
(cat and human) are temporarily sharing a space at the edge of existence. The 
exchange is as follows, with Hoshino speaking first: 
“But how can you speak human language?” 
“I can’t.” 
“I don’t get it. How are we able to carry on a conversation like 
this? A human and a cat?” 
“We’re  on  the  border  of  this  world,  speaking  a  common 
language. That’s all.” (482) 
Until he killed Johnny Walker, Nakata had always been able to talk to the cats. 
This is implied in an exchange between Nakata and Miss Saeki, which reveals that 
while he was in his coma as a child, a part of himself was trapped on the Other 
Side: a timeless dimension of memories that seems to also be a land of the dead. It 
is because of his visit to the Other Side that Nakata has no libido, no book 
learning, no important memories, no concept of “I” (Nakata always refers to 
himself in the third person), and only half a shadow (419-424). It is implied that 
cats naturally dwell in this space, which is a sort of collective unconscious that is 
inaccessible to the human mind. As Toro goes on to explain to Hoshino, “Cats 
know everything” (483). By murdering another man who was not a direct threat to 
him, an almost uniquely human act, Nakata became too much a part of the normal 
and violent human world to speak the common language of this sub-space. 
Although still not a whole person, he became more fully human than he was 
before. When he killed Johnny Walker he reclaimed a vital although unpleasant 
piece of his humanity: the death drive, which through commiting murder he 
projected outward onto another object. 
After this enactment, even though he still can’t quite understand the significance 
of the relationship, Nakata is able to form his first human friendship with Hoshino 
as shown in this exchange with Miss Saeki:
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“Mr Hoshino was very kind to me and helped me a lot. If I’d had 
to do it alone it would’ve taken even longer . . .” 
“Hoshino is your friend, isn’t he?” 
“Yes,” Nakata replied and nodded. “I think he is . . . Apart from 
cats, I’ve never had what you would call a friend in all my life.” 
(419-420) 
Nakata also finds the strength to go on a quest to restore balance to the world, 
which means leaving Tokyo - the only place he’s ever known – to cross the 
country, delve into an uncanny temporal space, and with Hoshino’s help perform 
the physically and psychically gruelling task of locating the Entrance Stone, 
which acts as a key to the Other Side. The act of flipping over the Stone opens the 
border into that dimension (332-335). (Even though it is Hoshino who physically 
performs the demanding act of flipping the stone over, this task is so exhausting 
for Nakata that he falls into unconsciousness for forty hours [367].) He is also 
able to revist the missing part of himself in dreams that seem to be preparing him 
for death. He explains to Hoshino: 
“In my dreams, for some reason, I’m able to read. I’m not as 
dumb as I am now. I’m so happy and I go to the library and read 
lots of books. And I’m thinking how wonderful it is to be able to 
read. I’m reading one book after another, but then the light in the 
library goes out and it’s dark. Somebody turned off the light. I 
can’t see a thing. I can’t read any more books” (385). 
Finally Nakata is able to die, and in doing so to reclaim his full self and his 
shadow (440). 
By dying, he leaves the grieving and self-doubting Hoshino to complete the 
extremely difficult task of flipping the entrance stone once more into its proper 
position. This act closes the entrance to the Other Side, restoring full balance to 
the world and ensuring that Nakata can rest in peace, free from the evil forced on 
him by Johnny Walker. (This is represented by a slimy white slug that crawls out 
of the dead Nakata’s mouth and tries to gain entrance to the Other Side while the 
border is still open [441, 485-493]). The friendship between Nakata and Hokino 
had been a gentle bond, which served to heal Hoshino of wounds sustained by his 
own Laius complex. It enabled him to become a more confident and selfless adult 
who is able to empathise better with women, appreciate art and music, and 
become capable of acts of valour (439). Flipping the stone once more is the final 
act of the son for a surrogate father figure, whose influence has been positive 
rather than negative. Hoshino’s success in flipping the entrance stone also serves 
as an initiation ceremony that marks his full transition into manhood, and 
demonstrates the possible positive consequences of kind and nurturing male 
relationships. 
Crow - The Super-Ego 
Murakami presents the character of Crow as a watching and criticising presence: a 
Freudian super-ego. The enigmatic Crow is at times a helpful imaginary character 
with whom Kafka talks and who advises Kafka on the best course of action, and at
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other times the un-named harsh critical voice that appears in bold print. Sometimes 
Crow is outside Kafka; sometimes he is an observing rational voice within. After 
witnessing Kafka’s and Miss Saeki’s romantic walk along the beach, Crow’s bold 
print voice then intervenes saying: “You put your arm around her” (Murakami 
2005:321). Murakami crystallises the image of Crow as split from the ego when 
Kafka, while reflecting in the forest on his mother’s abandonment of him, realises 
the cause has to be “something deeper I’m not getting” (430). He realises he was 
abandoned - he did not do the abandoning. He recalls the trauma 
of his mother leaving, and how it caused the formation of Crow: “But over time I 
take leave of myself. My soul sloughs off the stiff clothes of the self and turns into 
a black crow that sits on a branch high in a pine tree in the garden, gazing down at 
the four-year-old boy on the porch. I turn into a theorising black crow” 
(Murakami 2005:430). 
This comment explains Crow’s observant, critical, separate and rational but 
noncommittal voice within Kafka’s psyche. In conversation with Kafka, Crow 
offers the opinion that Miss Saeki did love Kafka even though she abandoned him 
and he has to forgive. But given that it is a theory only that she is his mother, 
Crow says ambiguously that is “a functioning hypothesis” (Murakami 2005:431). 
This powerful representation of the split ego resonates with Sartre’s comments 
that the de-centred subject exists when it is “observed by others”. 
Self Loathing 
In the representation of the melancholic Kafka’s self-hatred, the critical voice 
develops from the voice of Crow. As we have seen, Crow manifests as an 
hallucinatory other who engages in dialogue with Kafka, and at other times as the 
bold print dominant voice in Kafka’s’ consciousness. However, he also appears in 
different guises. 
Kafka’s process of self-loathing is represented in two stages in one of his inital 
journeys into the forest. Kafka is in the mountains and walking deeper into the 
forest prepared with a hatchet, spray paint, insect repellent and survival supplies. 
In the first stage, Kafka is aware that he is being watched – the bird noises disturb. 
He clasps the hatchet for security. He feels that “something, somewhere, is 
watching me, listening to me”; yet he realises he is the most dangerous creature in 
the forest (Murakami 2005:413). His thoughts move to music, then history and 
war, due to the buzz of mosquitoes like “reconnaissance patrols”. He questions 
why people start war – out of fear or anger (Murakami 2005:415). His mind 
wanders to his dream about when he penetrated Sakura against her will. He recalls 
that he has already murdered his father, violated his mother and now his sister. He 
rationalises that he has done this to free himself from the curse. Then he hears the 
voice of Crow: “you shouldn’t have done that”. Crow says he tried to stop Kafka 
but he would not listen and forged ahead – an unconscious impulse that resonates 
with his bursts of anger and Nakata’s stabbing of Johnny Walker. Crow’s 
dominating voice continues: “that curse is branded on your soul even deeper . . . 
that curse is part of your DNA . . . but the dark confusion inside you remains . . . 
They’re all still inside you, still torturing you” (Murakami 2005:416). 
Murakami dramatises the melancholic’s thoughts of self-hatred. When Crow 
disappears and abandons Kafka, this marks the onset of a melancholic episode of
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self-destructiveness. There is no other voice at this point, no reproaching or 
rationalising voice in imaginary dialogue or inner dominating voice of reason – 
the episode embodies a rejection of everything about the self. Kafka can observe 
the events. He is aware he feels empty and there is an inner void devouring what 
remains of him. He wishes he could wipe out “this me” here and now. This is 
Kafka’s conscious mind attacking Kafka. He wants to stop breathing so that his 
consciousness can be buried in the darkness and so that his “dark violent blood” 
can drip out, his DNA rotting among the weeds. This self-annihilation needs to 
occur to stop him from eternally murdering his father and violating his mother and 
sister (Murakami 2005:417). He discards his survival equipment, with the 
exception of his father’s phallic razor-sharp knife, with which he could end his 
life. He heads deeper into the forest (Murakami 2005:418). (It is worth noting that 
a phallic knife was also used by Nakata to murder Johnny Walker.) 
Murakami dramatises the self-punishment that comes from anguish, as we see in 
‘Kumiko’s Letter’ to her estranged husband Toru in the Wind-up Bird Chronicle. 
In this chapter Murakami represents how she was dominated and illtreated in 
ways that are presented as worse than physical rape by Noboru Wataya, Kumiko’s 
brother. She says that no one chained her or was her guard; rather Noboru used 
her against herself – she provided the chains that bit into her ankle and was the 
vigilant guard. The scene evokes the tripartite model of the mind. The id, the ego 
and the super ego have split away from each other due to trauma, rather than 
being parts of a united identity. The first part of the split provides the merciless 
guard – a super-ego figure. There is another self that wants to escape but can 
never dominate the guard (the ego). The third self, the id, is cowardly and 
debauched. She attributes this damage to her identity to her brother’s defilement, 
which was like he had taken “some kind of incomprehensible something” that 
made her give herself sexually to so many men. Her fate is the same as that of her 
sister, who committed suicide. Kumiko asks Toru to clarify which is the “real me” 
and whether it is the real “self” that is writing the letter to him – that is, the self 
who wants to escape (Murakami 2003e: 602). Murakami portrays Kumiko as 
searching for what she believes to be her one authentic self; yet she is unable to 
accept that she is a composite of the three. This lack of acceptance is a further part 
of her self-punishment. 
Murakami, the Laius Complex and Magic Realism 
Murakami represents the melancholic son’s inability to kill the father rather 
differently than the other novelists analysed in this thesis. In Kafka on the Shore, 
Murakami’s strategy is to use metaphor or magic realism, while in the Wind-up 
Bird Chronicle the focus is on surrogates. 
In Kafka on the Shore Murakami shows Crow attacking Johnny Walker, who is in 
a state of limbo. Murakami metaphorically represents the interlaced canopy of the 
forest trees as an undulating ocean, while Crow circles above like a 
reconnaissance plane looking for an opening. It is as if we are about to witness a 
penetration into the unconscious. There is an opening through which Crow is able 
to locate Johnny Walker sitting on a rock, which is a reference to Prometheus and 
the eagle that daily feeds on his regenerating liver. Johnny Walker admits that he 
is in a sad neutral place in transition between life and death. He warns Crow that 
he died at his own request; he was formless but has adopted his usual form in
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reappearing. Johnny Walker’s comments resonate with Dostoevsky’s image of 
Ivan Karamazov’s Devil hallucination. Johnny Walker accuses Crow that he is 
“nothing more than an immature mediocre illusion” and that eliminating Johnny 
Walker is beyond the power of Crow; Johnny Walker believes that the power of 
his flutes will protect him and that they are beyond the power of good and evil 
(Murakami 2005:466-7). Johnny Walker challenges Crow to try to kill him, as 
though he is talking to the super-ego of Kafka – he knows though that his son is 
unable to kill him. Crow seizes Johnny Walker with his talons and pecks, 
attacking the eyes and evoking Oedipus’s fate. Johnny Walker laughs when this 
happens, because the boy is not qualified to kill him – he is just an illusion. Crow 
tears out Johnny Walker’s tongue, but Johnny Walker then shakes with soundless 
laughter like an other-worldly flute (Murakami 2005:467-8). The endless silent 
laughter goes on; the father cannot be killed. 
The story of Lieutenant Mamiya and Boris the Manskinner in The Wind-up Bird 
Chronicle reiterates this idea, through the medium of surrogates, that the son is 
too vulnerable to eliminate his father. It thus reinforces the theory that the 
melancholic is bound by ambivalence to the father and that he cannot love; he is 
isolated in his narcissism. Mamiya witnesses the execution of his senior office 
Yamamoto in Manchuria before World War Two by Boris of the Soviet Forces. 
Boris orders Yamamoto to be skinned alive. After the war, as a prisoner in a 
concentration camp in Manchuria for captured Japanese soldiers, Mamiya notices 
an exceptional Russian prisoner, who is educated. Mamiya and the prisoner 
recognise each other (Murakami 2003e:542). The prisoner is Boris the 
Manskinner. Boris needs Mamiya’s help to eventually take over the camp. After 
taking over the camp Boris, using extraordinary brutality, makes Mamiya his 
secretary, thus instituting a protective and close father/son relationship. Mamiya 
waits for the opportunity to kill Boris. An opportunity arrives when Boris leaves 
his revolver with his coat on the coat rack. Mamiya seizes his opportunity only to 
find the gun was not loaded. Boris gives Mamiya two bullet with which to kill 
him. Mamiya fails to shoot Boris. Boris pats Mamiya to comfort him saying: “It 
was just that you couldn’t kill me. You aren’t qualified to kill me”. Boris 
facilitates Mamiya’s return to Japan within the week with a curse that Mamiya 
will never be happy: “You will never love anyone or be loved by anyone” 
(Murakami 2003e: 563). This curse is the fate of the melancholic – he cannot kill 
the father and he has no other love object. He is thwarted by melancholic 
ambivalence and narcissism. The point reiterated in both novels is that the son is 
not qualified to kill the father. Murakami constructs, through metaphorical and 
surrogate characters, fathers who know and implement this theory as a torment or 
curse upon their son. 
The Container and the Essence 
Murakami also uses shell, container and essence metaphors to represent the 
functioning of what is real and unreal, the duality of the conscious mind and the 
unconscious, and the indeterminate boundary between them. The chain and the 
well, the labyrinth and the forest, are also images used to dramatise this 
indeterminacy between the conscious and the unconscious. The Freudian tripartite 
ego informs Murakami’s characters and images, which often represent a split 
separate voice of the super-ego, the idea of the self, and the darkness of the buried
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unattainable unconscious. The functioning tripartite ego is the origin of 
melancholic behaviours and attitudes. 
In South of the Border West of the Sun Murakami explores the split between 
reality and unreality, between consciousness and the unconscious. He suggests 
that memory and sensations are uncertain, consequently we require proof of the 
reality of events. He says to pin down reality we need another reality against 
which to measure the first, and a third, so that differential realities form an endless 
chain. But should an event sever that chain we are lost, questioning what is real 
(Murakami 2003d: 176). Murakami’s protagonist Hajime complains to his lover 
Shimamoto that something is lacking in his life that neither his wife nor his two 
girls can fill. Only Shimamoto can answer this need when it is expressed through 
a sexual encounter (Murakami 2003d: 157-9). Hajime is lacking access to his 
unconscious essence—his chain is broken. 
In Sputnik Sweetheart Murakami juxtaposes two images to reveal the conflict the 
conscious mind experiences when it is suddenly confronted with the unconscious 
mind. This experience is what Freud called “the uncanny” in his explanation of 
the term “the double”. The double evolves to protect the ego. He argues that the 
double does not disappear with the passing of primary narcissism but emerges in 
later development as the super-ego (Freud 1919, 1990:256-7). Freud argues that 
the double is a thing of terror, which the ego in its urge for defence projects 
outward as if it is a foreign entity distinct from the ego (Freud 1919, 1990:358). 
Freud asserts that the uncanny proceeds from something familiar that has been 
repressed but that is revived by some impression (Freud 1919, 1990:372). The 
uncanny is produced when the distinction between imagination and reality is 
effaced (Freud 1919, 1990:367). 
The scene in Sputnik Sweetheart in which the character Miu rides in the Ferris 
wheel dramatises the doubling of the self and the uncanny experience of seeing 
oneself as two separate beings: the me here and the me over there. This is such an 
unacceptable and shocking experience that Miu’s hair turns white; she also loses 
her periods and her sexual desire. She describes herself as being “split in two 
forever” (Murakami 2002:172). Miu was a pianist on holidays alone in a Swiss 
village, which is dominated by a giant Ferris wheel. The up and down motion of 
this sexual image fascinates her. A middle-aged Spanish man, Ferdinando, 
introduces himself, appearing to show a sexual interest in her. She is repelled - 
this man reminiscent of her father with his handsome nose. She becomes anxious 
and finds the town repugnant, yet she wanders the streets, recalling the smell of 
her father’s coat. She decides to take a ride in the Ferris wheel to see her 
apartment from this perspective (Murakami 2002:159-165). During the second 
rotation of the wheel it stops, trapping Miu high above the deserted fairground 
alone at night. No rescuer is available. Miu raises her binoculars to find her 
apartment across town on the hillside. In locating her apartment she sees a naked 
man, Ferdinando, sitting on her bed. Then she sees a woman enter who is 
undressed by Ferdinando; they then participate in passionate sex. Miu recognises 
the woman as herself. Miu is compelled to watch; she feels that the couple in her 
apartment know she is watching, so she wants to vomit. In the morning she is 
rescued and to the amazement of the police her hair is white. Her mirror image 
causes her to ask on which side of the mirror exists the real “me” (Murakami 
2002:169, 172). It is her uncanny experience of an encounter with her own
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unconscious repressed sexual desire for her father, which has been triggered into 
consciousness. 
In Kafka on the Shore, Murakami constructs an incident that resonates with this 
scene from Sputnik Sweetheart, which suggests that no impulse can be suppressed 
and that what is projected on to another entity is part of the individual’s psyche. 
On his first forest visit to the cabin in the mountains, Kafka is aware that the stars 
are watching him, while in the forest he senses something is hidden and watching. 
A storm in the afternoon erupts; it causes Kafka to strip naked and scrub himself. 
He likens the experience to a religious initiation – perhaps baptism. He is also 
appreciative of his penis, which he reflects has a mind of its own, with thoughts 
not shared by his brain (Murakami 2005:396). He projects thoughts and desires he 
does not want to own as his on to his penis, as though it were a separate entity to 
him; this enables him to rape. He has the urge to masturbate, but because he feels 
purified by the scrubbing he resists the impulse and does an intense exercise 
routine (147). The dominant black-print voice of Crow, the super-ego, says: “You 
might control yourself now, and not masturbate, but they’ll get you in the end, as 
a wet dream. You might dream about raping your sister, your mother. It’s not 
something you can control. It’s a power beyond you – and all you can do is accept 
it” (Murakami 2005:148). 
This scene dramatises how the split ego of consciousness, which has suppressed 
impulses from the unknown unconscious, can project those onto an outside object, 
a double. In that way, the unconscious presence becomes part of the conscious, 
the unreal becomes part of reality. 
Murakami presents the concept and repercussions of the loss of access to the 
essence in an individual. Nakata is a representation of an individual who has lost 
his essence due to paternal wounding, compounded by various events: an attack 
from a trusted parent figure (his teacher); the American occupation; his ill- 
treatment by his cousin; and the rejection by his two younger brothers. The 
horrific experience of being entered by Johnny Walker and forced to commit 
murder has changed Nakata. After that event he wants his essence back again and 
knows that he must open the entrance stone to rectify his situation (Murakami 
2005:300-332). The emergence of the slime after Nakata’s death demonstrates 
that a foreign force, and violence, had entered his body (488). 
In the character of Kafka, Murakami represents the functions of the tripartite ego 
in the corruption of the individual’s unconscious essence. This is evident when 
Kafka’s ego participates in the act of penetration but also observes itself without 
intervention. As he contemplates sexually penetrating the sleeping Sakura, Kafka 
perceives that something within him is breaking out of its shell. He does not know 
if the slimy thing within him is good or bad, but he understands that it will break 
free of its shell and he will know what it is. Sakura protests that Kafka has entered 
her dream without permission; that is, he has entered her essence. (Murakami 
2005:397). Crow tells Kafka: “The thing inside you has revealed itself. The shell 
is gone, shattered, nowhere to be seen, and it’s there, a dark shadow” (399). As a 
consequence of discussing his rages with Oshima, Kafka claims that he wants to 
be rid of his container and he hates everything he inherited from his parents. He 
wants to escape (286-7). Kafka’s rages emanate from the essence – the 
unconscious. The notion of the concealed essence is encapsulated by Oshima’s
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explanation to Kafka of the grotesque darkness within the heart of the individual; 
the inner darkness remains but the outer darkness in our lives has vanished in 
modern life (Murakami 2005:243). 
Murakami continues his use of metaphors such as the shell and the essence when 
he describes Kafka’s final trip into the forest, where he meets the two soldiers 
who replace the voice of Crow. Murakami constructs Kafka’s final journey into 
the labyrinthine forest as a quest for knowledge about the unconscious, driven by 
the possible agenda to commit suicide. His relationship with Miss Saeki is on 
Kafka’s mind as Oshima drives Kafka to the mountain cabin for the final time. He 
warns Kafka about going too far into the forest. He mentions how during World 
War Two a military unit was training there and two soldiers went missing without 
a trace. Oshima warns that the forest is a parallel world - a labyrinth in which he 
might lose himself. He also makes an explicit comparison between the metaphor 
of the labyrinth without and the labyrinth within. Consequently, when one enters 
the labyrinth/forest outside of the self, at the same time one enters the labyrinth 
within oneself. This labyrinth or forest can be a trap, evoking the story Hansel and 
Gretel: “sharp-eyed birds” may eat “your breadcrumbs” (Murakami 2005:378-9). 
Kafka, after hearing Crow/super-ego tell him that the curse is in his DNA, 
expresses self-hatred, wanting to obliterate himself. He takes only his hatchet into 
the forest on his quest to conquer or be conquered. The forest no longer frightens 
Kafka, and he tells himself that he is going in defenceless, without his hard shell, 
as he heads for the core of the labyrinth (Murakami 2005:428). He tells himself: 
“I’m taking a journey inside me” and “what I’m seeing is my inner self”. On 
seeing a spider’s web and the birds, he understands that the web is inside him and 
the birds are those he has fostered in his mind. As he proceeds he reflects and 
states the problem: “I’m walking by the shores of consciousness. Waves of 
consciousness roll in, roll out, leave some writing, and just as quickly new waves 
roll in and erase it . . . All that’s left are puzzling fragments” (Murakami 
2005:429). 
At this point Kafka is conversing with Crow, and he expresses how he is troubled 
by his mother’s lack of love. He states that there has to be a hidden important 
reason that he is not getting; he cannot make out “the delicate writing left on the 
shore of my consciousness”. After Crow tells Kafka that he is confused, Kafka 
meets the two soldiers who have been missing since World War Two (Murakami 
2005:430-432). 
Murakami’s metaphor of the labyrinth represents the journey to the id and the 
individual’s circuitous inner pathway to the unconscious. The two soldiers ran 
away from the Japanese army and into the forest during a training exercise, as 
they had decided that they did not wish to participate in violence (Murakami 2005 
433). The patriarchy was killing young men to serve its own interests. This 
parallels with Kafka’s plight; he ran away from his father, cut his ties, for the 
same reason. The role of the soldiers became to guard the entrance to the forest, 
which is open only until Hoshino can flip the stone to close the entrance. The two 
soldiers take Kafka through the forest, his own inner labyrinth, to a place of inner 
truth and decision-making. Free from Crow, his super ego, Kafka as the ego enters 
his interior labyrinth, the id, and the two soldiers act as guides and guards of the 
unconscious.
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Murakami thus constructs the two deserters as a replacement for Crow. They serve 
as a super-ego voice, guiding Kafka to the point of confrontation and decision. 
They explain that Kafka will need them as a guide to enter, and if he chooses to 
leave he can find his way out to the world he has come from. However, if he enters 
it is not easy to return. The soldiers keep their rifles within reach as symbols of 
what they left behind and ask Kafka if he has something that is a sign for him. 
Kafka answers: “Just memories”, memories of abandonment (Murakami 
2005:434-5). 
In many ways, Kafka’s journey through the forest and into the unconscious draws 
from the myth of Orpheus, who, heartbroken after the death of his lover Euridice, 
journeyed to the Underworld in a bid to free her. According to the myth, the 
goddess Persephone took pity on Orpheus, and allowed him to retrieve Euridice 
on one condition: that he never looked back as he left. On the way out he heard a 
noise behind him and looked over his shoulder, startled; and so, Euridice was 
pulled back to the land of the dead. Similarly, the soldiers warn Kafka not to look 
back. Like Orpheus, he can’t resist looking once; however, despite the great 
temptation he feels to go back to his beloved Miss Saeki, he is able to continue on 
his journey because he has been reassured that his mother loved him. Unlike 
Euridice, Miss Saeki’s act of love is to release Kafka into the living world and 
stay behind: 
I have to go back, no matter what . . . I get a hot lump in my 
chest and a magnet is pulling me back towards the town. My feet 
are buried in lead and won’t budge. If I go on I’ll never see her 
again. I come to a halt. I’ve lost all sense of time. I want to call 
out  to  the  soldiers in  front of me, I’m not going back, I’m 
staying. But no voice comes out. Words have no life in them . . . 
. . . But I hear her – Miss Saeki – speaking to me. “You still 
have to go back,” she is saying decisively. “It’s what I want. For 
you to be there.” 
The spell is broken, and I’m in one piece again. (479) 
In Kafka’s journey into his inner labyrinth, Murakami presents images of 
depression and of self-isolation, with the depressive blaming himself for the 
situation. These features are dramatised in the swift march of the soldiers and 
Kafka deeper into the forest. The path gets more difficult to find, with steeper 
ground, dense undergrowth and a canopy that obliterates the sky. Spiders’ webs 
threaten trying to obstruct their invasion. Kafka perceives that the soldiers find the 
way easy; they are hard to keep up with and never check on Kafka, as if they are 
testing him in anger. In answer to Kafka’s question about snakes, they reassure 
him that the forest has no wish to harm him; there is no other to harm him, not 
even himself (Murakami 2005:446-7). 
The emotional deprivation of Kafka’s childhood is depicted in his experience in 
the setting of the little cabin. The soldiers take Kafka to a clearing in the forest, 
where there is a small settlement of a few buildings, but neither shops nor people 
are evident. Kafka feels a shift in the signs he is receiving; he cannot decipher 
them, only that he seems to be moving away from himself. Kafka is 
accommodated in a cabin similar to Oshima’s, only the appliances are out of date
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and a fifteen-year-old girl, a pair with Miss Saeki, comes to prepare his meal. The 
television is screening the film The Sound of Music. He recognises the “uptight” 
father and laments that there was no “Maria” in his life as a child (Murakami 
2005:452). 
By employing Freud’s theory of the double, Murakami represents how Kafka does 
not recognise his hallucinatory double’s voice as his own. Murakami highlights 
the doubling interplay between the real and the unreal in the hallucinatory cabin 
and town, where time is not a factor, memory is no longer important, the girl has 
no name, and none of the clothes in the drawers are new or have patterns – there is 
no individuality. Nevertheless Kafka sees things as real as he speaks to the girl 
(Murakami 2005:471-2-3). The girl seems to be transformed into Miss Saeki, who 
is “real”, and Kafka experiences himself as “the real me”. Miss Saeki tells Kafka 
he has to leave this place because the entrance is going to close soon. Kafka 
protests that he has no world to return to, that the life he left is meaningless 
because no one loved him. He laments that Miss Saeki will not be in the world – 
he is grieving as a result of having to part with his mother. Miss Saeki tells him he 
must go; she wants him to be in the world and that he can remember her 
(Murakami 2005:474-5). What we see in this scene is Kafka’s unconscious 
speaking to Kafka through his projected hallucinatory voice of Miss Saeki. Her 
voice tells melancholic Kafka to live. 
Murakami suggests that reconciliation with tragedy comes from living the curse 
and accepting that irony provides the entrance to salvation (Murakami 2005:215). 
A ritual of reconciliation occurs in which Miss Saeki implies she is his mother and 
explains she discarded the object she loved rather than having it removed from 
her. She asks for forgiveness and pricks herself so that Kafka drinks the last of her 
blood, which dissolves his “frozen heart”. Her blood restores his essence. Yet he 
feels her departure leaves a hollow space. He looks at her practically empty tea 
cup, seeing it as a metaphor for memories that will soon be lost. There is nothing 
in this in-between world for him. He changes into his own clothes and finds the 
soldiers, who guide his return in urgency as the stone is about to close. On the 
journey he remembers the girl; he is caught between two voids. He hears Miss 
Saeki’s message to go back. The spell of doubt is broken by Miss Saeki’s warm 
blood, causing this “little world” of the forest to be “swallowed up in dreams”. 
The stone is still open. The soldiers’ farewell comment warns him that he has to 
tell right from wrong and never look back (479-80). No longer a boy, Kafka’s ego 
or conscious mind must now know and choose between good and evil; he is no 
longer totally dependent on the warning voice of Crow. 
Murakami’s resolution to the novel and an antidote to the trauma of melancholia 
is offered in a brief scene just before Kafka departs for Tokyo to face the 
responsibilities of maturing as an adult. This involves a brief conversation 
between Sada and Kafka – it is scene of genuine friendship without any self- 
seeking. Sada is a metaphor for the individual injured by rapid capitalism and 
consumerism who has found his individuality. He quits his position in a Tokyo 
Advertising Agency to pursue surfing and set up his own business (Murakami 
2005:498). This scene spells out the social injury and the individual’s trauma. It 
also shows what the individual must do to address his own problem.
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Friendship is the much longed for experience of the melancholic. The absence of 
friendship is one of the basic criteria for the melancholic’s self-denigration. In 
Murakami’s representation of melancholia in Kafka on the Shore, friendship is 
affirmed and social bonds are established, replacing self-isolation. This is evident 
in Kafka’s and Oshima’s leave taking. Oshima is wearing a tie, the symbol of a 
salaryman. Kafka tells him he looks good, and Oshima had been waiting for the 
compliment. They farewell each other and Kafka smiles for the first time, much to 
Oshima’s delight. At the station Kafka telephones Sakura and arranges a meeting 
in Tokyo; Kafka calls her “Sister”, breaking his practice of isolation that was 
underlying the relationship. Crow appears and tells Kafka he did the right thing, 
giving super-ego approval (Murakami 2005:501-503). 
This analysis of Murakami’s novels demonstrates that Murakami has not simply 
relied upon the simulation of reality to portray the contexts of melancholic injury 
and irrationality. He has created characters and scenarios of melancholic pain and 
self-disparagement, using fantasy as a metonymic representation of the 
unconscious mind, which emerges out of a daily reality.
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Conclusion 
This thesis strove to identify what is unique and specific about male melancholia. 
It asks: Can one identify causes and can one see in selected literary texts 
presentations of melancholia that embody not only its expression but suggests its 
causes? Taking a Freudian perspective this thesis has up-held the view that 
novelists across time have implicated childhood experience as a determinant in 
adult behaviour. I have taken this point a step further by demonstrating that male 
melancholia is written into western civilisation and sustained as a necessity for 
social order and that it involves male violence towards its male offspring by the 
father. When Freud spoke of Civilisation causing neurosis in that it repressed 
man’s libido, he also had the insight that it would be at a huge cost. One of the 
ramifications has been an inter-generation of fathers at best withholding approval 
from their son and at worst destroying their psychological well being- indeed 
creating the deepest and darkest of depressions. Whether this indeed is a factual 
state of affaires in our lives may be debatable. What this thesis does, however, is 
show how Freudian theory has been implicated in selected texts and how in each 
case male melancholy might be understood in these presentations. 
This thesis has chosen a structure that deals with the theory first and then takes on 
each of the texts for a close reading. This decision was made in order to first 
provide a theoretical/philosophical context and then focus on the narrative itself to 
test these theoretical positions. Freudian theory and related theorists are re- 
introduced at pivotal points to demonstrate the different ways writers from 
different eras create narratives about being male, the constructions that society 
creates to affirm particular kinds of masculinities and the price that is exacted in 
the relationship between fathers and sons. 
This thesis was divided into Four Parts in order to provide a series of stepping 
stones in an argument that seeks to demonstrate that a close reading of seminal 
texts dealing primarily with father/son relationships not only shows an 
informative dialogue between psychology and literature in the narratives, but, 
also, enacts how adult experiences and memories trigger childhood experiences 
that have formed an integral part of the character’s formation as a male person. 
The introduction to the thesis explained why a Freudian approach was chosen and 
argued for continued relevance in current times. It outlined different definitions of 
melancholy/depression and sought to show that male melancholy finds its source 
in the early relationship between father and son. In Part I, there are two sections, a 
theoretical overview of the subject area entitled: “The Freudian Context” which 
dealt with concepts such as melancholy; mourning; the tripartite system of ego, 
super ego and id; and the Laius complex; and how these ideas might be applied to 
masculinity and depression. Section Two, entitled “ Masculinities through 
Wounding: Cultural Contexts and Critiques” developed Section One within a 
larger frame of cultural and critical debate arguing for the continuing relevance of 
Freudian thought in unlocking the meaning of literary texts. 
Part II. III and IV involved a close analysis of works by Dostoyevsky, Mailer and 
Murakami. The focus is always on Father/son relationships and the kind of 
masculine types that these relationships sponsored. The approach to each text 
involved three methods considered crucial to the writer. Firstly the work was 
positioned within its historical era and melancholy was considered in terms if that
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historical period, how it was understood and the extent to which events of that era 
might be considered relevant in understanding male melancholy. Secondly the 
texts were approached as artefacts and examined in the light of literary criticism 
of the period in which the works emerged: Dostoyevsky within a philosophical era 
in which Christianity prevailed and informed ethical and literary debates; Mailer 
within a post war II environment which gave rise to a particular kind of 
‘naturalism’ and ‘realism’ denoted as either optimistic or pessimistic and 
Murakami in an era of globalization; early and late Capitalism and postmodernist 
theories that favoured a plurality of views working simultaneously with each other 
even when contradictory. Thirdly this work painstakingly explores all aspects of 
the narrative that privilege the relationship between father and son; all adult 
experiences that involve a traumatic response in that they trigger childhood events 
or memories of these events; all ways in which Freudian analysis and related 
theories might enhance the meaning of the symbolic structures employed by the 
writer and all attempts by the male protagonists to understand or avoid 
confronting their relationship with their father as created in the literary texts. 
*Note from supervisor: at this point of the conclusion the writer of this thesis 
died from cancer. I have therefore taken from his introduction his break- 
down of each part of the thesis, to assist the reader in receiving an overview 
of the arguments and critiques that informed each part and therefore serve 
to help in concluding this thesis. 
Part II, “Essential Dialogues and the Polyphonic Novel in Dostoevsky’s The 
Brothers Karamazov”, in keeping with the above description discussed 
melancholia and the different representations of suffering at play in the father/son 
dynamic in Fyodor Dostoevsky’s The Brothers Karamazov. It was divided into 
three sections. Section One, entitled “Dualities in Fiction and Life”, investigated 
the incorporation of the interplay of Dostoevsky’s personal views and those 
fictionalised within the narrative; Dostoevsky’s philosophy of the dualism of 
morality that is harboured in the soul of each character; and the extent to which 
the dialogical art presented the dualities without an intention to find resolution. 
Within this context melancholia was discussed as an injury occurring in 
infanthood, rather than as an invasive disease caused by external, socially realised 
forces. Section Two, entitled “Fathers and Sons: Unresolvable Tension”, explored 
the unreliable, unstable father figure and the son’s lack of ability to sever from the 
parent despite disappointments; parricide is also discussed. Section Three, 
entitled “Melancholy and the Possibility of Survival”, developed these themes 
further, investigating the characters Ivan Karamazov and Alexei (Alyosha) 
Karamazov as melancholics (Alexei will be, referred to by his diminutive 
Alyosha). Central to the study of melancholia in each son is their relationship with 
their father Fyodor. Ivan’s relationship with Fyodor is central to the action of the 
plot and treated directly by the author, while in Alyosha’s case his relationship 
with Fyodor is treated indirectly; its negative aspects are manifested by his choice 
of surrogate father figures. The prime focus in Part II was Ivan, who appears to be 
functioning normally for the first half of the novel, and who, although observing 
himself as normal, comes to face the depth of his depression. This serves as a 
catharsis accompanied by some enlightenment. It is my view that despite the 
insight that comes from his emotional collapse, he (in his fictional world) will 
never recover from the original injury inflicted by the father.
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Part III analysed Norman Mailer’s The Naked and the Dead to explore how the 
emotional trauma inflicted by war and financial disasters devastated individuals, 
families and communities, and consequently wounded individuals’ minds. Section 
One, entitled “History and Its Traumas: External Forces”, is a study of literary 
representations of the impact of trauma on individuals and society. These texts 
provided a means of acquiring an understanding of the repercussions of these 
events on victims, mentally and emotionally, physically and socially. However, 
although recognising the traumas caused by war, Section Two, entitled “Personal 
Histories and Interior Damage: Fathers Who Thwart”, focused on melancholia 
caused by childhood events/experiences, which are brought to the fore by an 
extreme situation of a war zone. The characters as melancholics are analysed and 
understood within the Freudian framework. That is, it was argued that their inner 
self-criticisms, perpetrated by the father, determined their behaviour. The source 
of the son’s self-torture was deemed the unconscious ambivalence of the love-hate 
relationship with the father. Analysis of these melancholics using the Freudian 
metaphor illuminated and documented that melancholia is an internal and 
unconscious injury that directs thoughts and actions unconsciously as the sufferer 
battles to survive. 
In Part IV, an analysis of Murakami’s novels examined how these novels used 
metaphor and narrative to represent melancholic symptoms in male characters, 
which are evidenced in their behaviour, thoughts and relationships. In Section 
One, “Failure before Words: Seeking the Source of Melancholia in the 
Unconscious”, the analysis firstly scrutinised the melancholia endemic in personal 
interactions in the works of Murakami, focusing on the relationships with the 
father and mother, spouse or lover, and peers. Secondly the analysis attempted to 
reveal how the melancholic tended to observe how the self formed denigrating 
opinions of itself. Murakami’s extensive use of metaphor depicts the character’s 
search for the content of the unknown unconscious mind. Section Two, “The 
Double and the Uncanny: Searching for the Source”, incorporated Freud’s theory 
of the double and the uncanny. These were applied to identify those unconscious 
thoughts that the individual melancholic may not readily identify as his own, as he 
projects them onto another person or object. 
On one hand this thesis argued that man perpetuates a destructive force in the 
father-and-son relationship through rejection, lack of approval, jealousy and even 
violence, in order to sustain a preferred patriarchal social order. On the other 
hand, there is an abiding belief, by this writer, that men are capable of creating 
strong bonds of love with each other. The male melancholia observed in the 
selected literary texts in my view embodied the ways in which these negative and 
positive forces between fathers and sons and between men generally remain 
categorised in different parts of a males’ consciousness in the living out of lives in 
Western societies. At least this thesis argued that in the works of these selected 
writers, male relations are shown as not only complex and sustained as such for 
social and political reasons but are also inherently tragic.
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